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Abstract 
 
This thesis offers a theoretical investigation into concepts of beauty, the 
sculptured body and myths of Venus and Medusa, primarily through the works of Igor 
Mitoraj and Marc Quinn. These themes are transformed and inverted in the ‗Looking-
glass‘ towards the ‗trans-body‘, which is fragmented, sometimes monstrous, grotesque 
or ugly, but it is still complete. Resonating with Eros, it advocates a new trans-sexuality 
and establishes a concept of ‗new desire‘, both of which question the legitimacy and 
limits of the concept of gender in relation to the body. This thesis proposes looking at 
the body beyond straightforward associations with a particular sex, incorporating 
approaches beyond art historical and art critical perspectives.  
Overall, the argument is informed by three particular concepts - paratopisms, 
paralogisms and parachronisms - drawn from the writings of Jean-François Lyotard. 
Jean Baudrillard‘s idea of the ‗trans‘ and ‗swallowing the mirror‘ provides another 
focus for the thesis. As such, this work is an attempt to go through to the ‗other side of 
the mirror‘ with respect to topos – here, aesthetics and narratives; logos – here, beauty 
and ugliness; and chronos – in this research, the ‗new desire‘. Through a detailed 
analysis of a number of case‐studies I focus on the transformation of the trope of the 
‗classical‘ into ‗para-classical‘; the implosion of Venus into Medusa, beauty into 
ugliness, perfection into imperfection and ability into disability; and, finally, the 
metamorphosis of the sculptured body in the mirror.  
The figure of Venus is utilised in order to scrutinise the modifications and 
metamorphoses, both internal and external, of the body in relation to the fragment and 
the classical Greco-Roman ideal. The thesis aims to bring to the study of sculpture a 
deconstruction of the body through readings on gender, subjectivities and the gaze of 
the other. It focuses on the female body, represented by the figure of Venus, which is 
modified and appropriated according to patriarchal order, but also, as it relies on Hélène 
Cixous‘s ‗Medusa laugh‘, it generates a new perspective in seeing the body – as a 
hybrid; a metamorphosing construct, able to transform beyond and within corporeality. 
Viewing the body as an entity in a constant state of flux, shifting identities and gender, 
this study proposes this new concept - ‗trans-body‘ – as a response to the current 
hyperreal simulated model of sexuality, and stimulates (and simulates) a change of 
focus in opticality – towards illusions and trans-vesting myths. 
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‗The Medusa represents an otherness so radical that one cannot look at her and live.‘1 
Jean Baudrillard 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                        
1 Baudrillard, Jean. The Transparency of Evil. (1990) London, New York: Verso, 2002, p. 111 
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Introduction. Through the „Looking-glass‟ and „after the orgy‟ 
 
As an epigraph to this study, let me quote Alice from Lewis Carroll‘s Through 
the Looking-Glass, and What Alice Found There:  
 
I‘ll tell you all my ideas about the Looking-glass House. [...] the books are something 
like our books, only the words go the wrong way [...] how nice it would be if only we 
could get through into it [...]
2
 
 
The next moment Alice found herself on the other side of the ‗Looking-glass‘, where 
even things that seemed common from ‗her‘ side of the mirror were utterly 
transformed. Here, ‗everything was as different as possible‘.3  
‗Looking-glass‘ reality, drawing on Lewis Carroll‘s Through the Looking-Glass, 
offers a relevant context for this thesis. It utilises the metaphor of a world on the other 
side of the mirror in order to explore an ‗other‘ reality where the body is hybridised and 
goes beyond the dichotomies and feminine and masculine associations. The fictional 
character of this literary work also embodies themes I am investigating, such as 
chronological and spatial distortions and changes. The focus on the imaginary and the 
possibility of transformation embedded in the metaphor of the mirror, questions 
opposites and binary logic. In this research, the ‗Looking-glass‘ becomes an ironic and 
contradictory medium, which serves me to introduce the concept of the mirror as a key 
methodological tool. It allows us to go forwards and backwards, beyond dichotomies 
and apparent contradictory logics
4
.  
This thesis is an investigation into the ‗Looking-glass‘ reality of the notion of 
beauty and the body. The threshold between here and there is a point where Venus – a 
projection of femininity in the male gaze transforms into Medusa – looking the same, 
yet differently. The new image of woman and the resulting new picture of the body - 
what I call the ‗trans-body‘ - is fragmented, sometimes monstrous, grotesque or ugly, 
but still complete. It resonates with Eros advocating the new trans-sexuality and 
                                                        
2 Carroll, Lewis. ‗Through the Looking-Glass, and what Alice Found There‘, in Carroll, Lewis. Alice’s Adventures in 
Wonderland. and Through the Looking-Glass, and What Alice Found There. London: Penguin Books, (1872) 1998, 
pp. 125-127 
3 Carroll, Lewis. Through the Looking-Glass, and What Alice Found There. op. cit., p. 127 
4 I have recently explored those ideas in a display: Through the ‘looking-glass’: the new eroticised trans-body 
(2010), which I have curated in the Henry Moore Institute Library in Leeds.  
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constituting what I name the ‗new desire‘ that both question the legitimacy and limits of 
the concept of gender in relation to the body. This thesis proposes looking at the body 
beyond straightforward associations with a particular sex, incorporating approaches 
beyond art historical and art critical perspectives. The choice of methodological tropes, 
which will be discussed further, invites and engages other disciplines – such as 
aesthetics, philosophy, psychoanalysis, gender studies, even science – with the study of 
a sculptured body. This methodological approach does not limit this research to 
investigations into the form or questions of subjectivity, but, rather, employs concerns 
regarding the body as a metamorphosing construct, a hybrid able to transform beyond 
but also together with corporeality.  
The fashioning or constructing of the outside has always been fascinating to me. 
Beauty, in the vernacular sense referring to the ‗look‘, has intrigued me, not only with 
regard to external appearances but also in relation to ‗the gaze‘ and opticality. This act 
of ‗looking‘ generates what is considered normal and abnormal, commonly understood 
and accepted as beautiful or ugly, abled or disabled. My inquiry in this thesis begins at 
the points of intersection between the inside and the outside, the desirable and the 
repulsive. It extends other discussions on the sculptured body towards a gendered 
context and the politics of ‗trans‘, deliberately avoiding questions of gender per se, as 
they have already been discussed by others. In this thesis I rely on contemporary 
sculpture - particularly the works of Igor Mitoraj and Marc Quinn – to provide 
methodological case studies supported by my reading of theoretical texts in the field. 
 
Research questions 
In the thesis I focus on the following core questions, referring to Jean-François 
Lyotard‘s ‗paratopisms‘, ‗paralogisms‘ and ‗parachronisms‘,5 which generate further 
subsidiary issues: 
 Paratopisms 
o How does the trope of the ‗classical‘ travel and migrate? What is ‗para-
classicism‘ signifying in relation to transaesthetics and the politics of the 
fragment? 
 Paralogisms 
                                                        
5 These are Lyotard‘s terms, which will be developed further in the thesis. Lyotard, Jean-François, Harvey, Robert 
and Roberts, Mark S. Towards the Postmodern.  New Jersey, London: Humanities Press, 1993, p. 194 
 4 
o What is the current relation of Venus to Medusa - beauty to ugliness; 
perfection to imperfection; ability to disability? What happens if Venus 
– as a signifier of beauty, perfection and ideal body – goes through the 
‗Looking-glass‘? 
 Parachronisms 
o How has the body metamorphosed in the Baudrillardian ‗swallowed 
mirror‘6 and how does the ‗trans-body‘ reflect beauty and gender myths 
previously associated with Western feminine ideals of beauty? 
 
Research context 
The works of art that this research investigates are modelled on Western 
standards of beauty, its ‗beauty myth‘ and consumer standards.7 Izabela Kowalczyk in 
the first paragraph of her article The Ambivalent Beauty
8
 evokes a performance piece by 
Marina Ambramović. In Art Must Be Beautiful, Artist Must Be Beautiful (1975) the 
artist spent an hour brushing hair, so passionately and violently, her head started 
bleeding. A simple everyday action, aiming at beautifying, caused pain and anger. 
Kowalczyk suggests this work is also about ‗regimes of beauty and the hidden violence 
they engender‘.9 Here, an embellishing procedure is not connected with pleasure but 
with discomfort, hurt and, in a sense, according to Kowalczyk, ‗a fight against the 
self‘.10 A ritual to achieve perfect beauty of own external body fails. It appears that 
Venus‘s ideal image interlaces with Medusa‘s terrifying appearance. 
Beauty is also currently defined by popular culture with reference to meanings 
imposed by Western consumerism, where it is associated with appearance attracting 
attention and arousing desire. Kowalczyk remarks that Western consumer culture, 
disseminated by mass media, models body patterns particularly applied to ‗woman‘, 
who, in order to be ‗visible‘, needs to wear a certain mask and meet certain societal 
                                                        
6 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, in The Conspiracy of Art. New York: Semiotext(e), 2005,  p. 
120 
7 I am not looking at art based on Eastern standards as the context, particularly referring to consumerism, differs 
entirely and evokes other complexities when examining, for instance, Polish art of the 1980s or 1990s, when Western 
standards of beauty were just a point of reference re-applied to Polish reality. In my future research I hope to 
examine images of ‗women‘ created behind the Iron Curtain and the complexities attached to the concept of beauty 
relying on Western models but re-appropriated in particular for other cultures consumer‘s needs. I am also interested 
in how the concept evolved after the 1989 transformation. 
8 Kowalczyk, Izabela. ‗The Ambivalent Beauty‘, in Andras, Edit, Chukrov, Keti and Dimitrijevia, Branko . Gender 
Check. Femininity and Masculinity in the Art of Eastern Europe. exhibition catalogue, Köln: Buchhandlung Walther 
König GmbH & Co. KG. Abt. Verlag, 2009, pp. 38-45 
9 Kowalczyk, Izabela, op. cit., p. 45 
10 Kowalczyk, Izabela, op. cit., p. 33 
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requirements.
11
 Beauty can be achieved but not without sacrifices and often pain, for 
instance, as that experienced while undergoing medical procedures, plastic surgeries or 
other ‗rituals‘ aimed at improving appearance. Beauty has become a commodity, which 
can be ‗bought‘ and ‗exchanged‘.12 Therefore, it is constructed by procedures and 
processes particular for different cultures. Consumer culture and its ‗beauty myth‘ 
(Naomi Wolf)
13
 defines specifically the standard upon which the ideal woman‘s image 
is built. It relies upon the figure of Venus as a perfect representation of various ‗beauty 
myths‘ – mostly ‗looks‘, attached to the external appearance of the body, which are 
subjected to the male gaze and the pleasure it incites.  
Another group of works guiding this research is based on the concept of ‗trans‘ 
and gender. When you enter the recent Marc Quinn‘s exhibition Allanah, Buck, 
Catman, Michael, Chelsea, Pamela and Thomas at White Cube gallery in London 
(2010) you see a golden couple standing right in the middle of the room surrounded by 
pictures of plants. They stare at you, provocatively and fiercely. One gets the 
impression that they steal the gallery space, filling it with confidence and their beauty. 
The lacquered bronze glows, as though directly bringing attention to them.  
Buck and Allanah (2009), fig.1, represents a nude couple standing side-by-side, 
gently holding hands. They are aesthetically pleasing. His perfect muscled body is 
covered in tattoos; her feminine figure is emphasised by long, smooth hair, big breasts 
and wide hips. Initially, you don‘t notice that the bodies have ‗exchanged‘ their sex. 
The male‘s crotch is replaced by the female organ and, conversely, there is a penis 
instead of the female vagina. Both figures embody the ‗beyond‘ of the traditional 
notions of sexuality. Angel Buck is a female-towards-male and Starr Allanah is a male-
towards-female. The sculpture - situated among hallucinogenic paintings depicting 
colourful flowers, predominantly orchids and anthuriums,
14
 growing as though in Eden 
or a heavenly land - embodies the myth of Adam and Eve, but contemporised, adjusted 
to the post-desire era, when the two were banished from the Garden as a consequence 
of emerging desire. The creation myth is re-visioned and contemporised through the 
current possibilities of self-expression that allow various genders – for instance ‗trans‘, 
hetero, homo, inter - options. The artificiality of the body and plants from different 
                                                        
11 Kowalczyk, Izabela, op. cit., pp. 42, 43 
12 Such as, for instance, in the works of Orlan, who aims to reconstruct, through undergoing a series of plastic 
surgeries, ideals of feminine beauty promoted and imposed on ‗woman‘ by men. 
13 Wolf, Naomi. The Beauty Myth. How Images of Beauty are Used Against Women. (1991) London: Vintage, 1998 
14 A plant, also called, due to its phallic shape, ‗Flamingo Flower‘ or ‗Boy Flower‘. 
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seasons and even various continents that would normally not grow together other than 
on the canvas, create an amalgamation of something mutable, changeable, something 
that should not be possible. Nevertheless, the combination seems ideal. The orchid 
perfectly completes the anthurium, the female and the male blur merging into one, no 
matter what the sex is. It is the simulation of the body and beauty, which becomes 
undefined, contaminated with the real, slowly dissolving absolute Greek ideals and the 
prohibition on any deviances and ugliness. I would call the impression that this 
contemporary Eden invokes ‗wholeness‘ or even ‗incomplete completeness‘, perhaps 
simply put - the ‗new desire‘. As Joachim Pissarro and Mara Hoberman remark: 
 
Quinn‘s utopian vision [...] illustrates a thoroughly modern (or is it hyper-modern?) 
mythology wherein the human capacity to subvert nature is triumphant – a 
simultaneously empowering, beautiful and terrifying notion.
15
 
 
This last series of sculptures, as also the previous one, which I will discuss 
throughout this thesis - The Complete Marbles (1999-2001) - is executed in polymer 
wax, bronze and marble - traditional materials associated with classical Greek and 
Roman art. They are considered hard and solid but at the same time, here, they are used 
to portray what is fluid and in a state of transformation. Besides the material, Quinn 
portrays his models often in life-size scale and in poses that also suggest intersections 
with the antique past. Even the stylisation, as for instance the drapery around Chelsea 
Charms’ (2010), fig.2, body or shorts worn by Thomas Beatie (2009), fig.3, standing in 
a contrapposto pose, reflects classical perfection but transformed into contemporary 
reality. This ‗presentness‘ is suggested by the visible seams on the shorts‘ fabric or 
current accessories, such as lingerie worn by The Ecstatic Autogenis of Pamela (2010), 
fig.4. The stitches on Thomas‘s boxers ironically and probably unconsciously refer to 
the catwalk and haute couture. They also suggest the act of stitching together and 
consequently assembling and transforming. These references play with ‗the classical‘ – 
its physical ideals, unattainable perfection, exaggerated musculature and symmetry. 
Quinn‘s models have reached the ideal. Their bodies represent realised fantasies but 
also self-mutilations. Joachim Pissarro and Mara Hoberman compare these portraits to 
avant-garde ‗body artists‘ from the 1960s and 1970s who subjected their bodies to 
                                                        
15 Pissarro, Joachim and Hoberman, Mara. ‗Reality Show‘, in Marc Quinn. Allanah, Buck, Catman, Chelsea, 
Michael, Pamela and Thomas, exhibition catalogue, London: White Cube, 2010, p. 87 
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various processes and mechanisms that changed it. In this context, Quinn‘s figures 
become ‗contemporary body art reframed within the context of the Classical portrait 
sculpture.‘16 
Quinn‘s Allanah Starr, both in Buck and Allanah (2009), fig.1, and in Allanah 
and Buck (2010), fig.54, is all about ‗woman‘: sexy, with full lips and big breasts. Is it 
not the image of the ideal feminine figure in the male gaze? This exhibition tells, as 
Quinn suggests: ‗about the possibility of transformation. And how people could make 
their own worlds. It‘s culture triumphing over biology.‘17 It illustrates different ways of 
reading the body in various contexts, cultures and perhaps even political systems, 
allowing a range of interpretation modes and historical distance. 
Jean Baudrillard suggests ‗The orgy is over‘.18 Sexuality has entered a new era 
when the search for liberation and sex has been substituted with explorations in the 
field of gender. This new erotic culture focuses on sexual identity and own definition 
rather than desire. I investigate this new undefinedness and the mixing of genders, what 
Baudrillard calls ‗Gender benders‘. Neither masculine nor feminine, but not 
homosexual either.‘ 19 The current situation of art, culture, politics and social body is 
called by Baudrillard ‗after the orgy‘20 – the orgy of modernity that liberated reality, 
sexuality and critique. Therefore, after Baudrillard, we need to ask ‗What do we do 
after the orgy?‘21 As we have entered the state of simulation, we can only re-visit 
everything, as it has already happened. ‗The aestheticisation of the world is complete.‘22 
The reprinting and reproduction of all the forms, ‗re-simulation‘ of the objects and 
reality is called by Baudrillard ‗the degree xerox of culture‘23. 
Therefore, in this thesis I allow myself to go on a journey to the other side of the 
mirror, where everything is possible - the past, present and future, beauty merged with 
ugliness, femininity with masculinity, illusion with the real. I am giving myself the 
opportunity to serve you a cocktail of aesthetics, art, gender studies and sexuality, 
perhaps with a hint of philosophy. Let me end this introduction by quoting the Unicorn 
                                                        
16 Pissarro, Joachim and Hoberman, Mara. ‗Reality Show‘, op. cit., p. 85 
17 Hattenstone, Simon, ‗Marc Quinn: Just don‘t call it a freak show‘, updated 1 May 2010, 
http://www.guardian.co.uk/artanddesign/2010/may/01/marc-quinn-interview, consulted 5 May 2010 
18 Baudrillard, Jean. America. London: Verso, 1989, p. 46 
19 Baudrillard, Jean. America. op. cit., p. 47 
20 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, in Baudrillard, Jean. The Conspiracy of Art. New York: 
Semiotext(e), 2005, p. 104 
21 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 104 
22 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 105 
23 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 105 
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talking to Alice who suggests: ‗You don‘t know how to manage Looking-glass cakes, 
the Unicorn remarked. Hand it round first and cut it afterwards.‘24 Enjoy! 
 
Methodology 
When I embarked upon this project, I had initially planned that the thesis would 
investigate the notion of beauty and the trope of the classical in the works of Mitoraj. I 
was interested in how the ideas of wholeness and fragmentation were reflected by the 
dissected and cut figures of Icarus and Icaria. Originally, I thought I would examine the 
presence of past myths in the artist‘s works and then move on to engaging in specific 
analyses of particular sculptures. I expected my readings would be outlined in the first 
few chapters founding a basis for my future in depth formal analysis and interpretation. 
Through the course of my studies, however, my research moved gradually beyond the 
established routes towards the issues concerning gender and the sexualised and 
politicised body. This way, I came across Quinn‘s works and found that these works 
demonstrate how my ideas evolved and travelled. I was intrigued with the possibility of 
exploring the dialectic between the two artists, often considered reactionary and old-
fashioned, who became case studies bearing out my ideas. They both employ references 
to the classical in their works but they locate the trope in different contexts. Mitoraj 
draws on classical mythology, while Quinn refers to popular culture. He portrays the 
body relating to antique canons but transfers them to the current cultural stance. As I 
will argue further in the thesis, this might be embedded in Baudrillard‘s political 
economy of the sign, symbolic exchange and seduction,
25
 which would allow seeing 
both artists‘ works as more radical and revolutionary. Most examples of artists‘ works 
presented in this thesis rely to a greater or lesser degree on the possibilities of the body 
to be transformed, either figuratively, subjectively or decoratively, beyond 
preconceived notions of sexuality and sexual identity. 
The Mitoraj/Quinn dialectic illustrates the journey of the classical trope, its 
various appropriations and its relationship with the fragment. The body, the classical, 
completeness and partiality are all gathered under the umbrella of the overarching 
theme – beauty, contextualised here in contemporary sculpture. I started mapping the 
ways in which the body is modified and transformed, both externally and internally. I 
                                                        
24 Carroll, Lewis. Through the Looking-Glass, and What Alice Found There. op. cit., p. 203 
25 See, for example, Baudrillard, Jean. The Conspiracy of Art. New York: Semiotext(e), 2005; Baudrillard, Jean. 
Seduction. New York: St. Martin‘s Press, 1990; Baudrillard, Jean. Simulacra and Simulation. Michigan: University 
of Michigan Press, 1994 
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deconstructed the formal body to include complex related ideas of gender, subjectivity 
and its embodiment in the gaze of the other. Furthermore, I realised over the course of 
my research and reading that the body is often seen either as feminine or masculine, 
even if it is still described as fluid. This led to my decision to focus on the female body, 
portrayed by figures of Venus and Medusa, which is modified and appropriated 
according to the patriarchal order, but which also generates a new perspective in seeing 
the body – as a hybrid, in constant flux, shifting identities and gender.26 If there exists a 
new ‗trans-body‘, which answers the current hyperreal simulated model of sexuality, 
politics and sociality, then there emerges an interesting consequence in the development 
of desire and the change of focus in opticality. As I will argue throughout this thesis, 
the transforming appearance of the body, employing such notions as beauty or excess, 
needs to be seen beyond simple fashioning of the external look. 
This research focuses on Western perspectives on the body
27
 and looks at 
sculptural examples from Western art.
28
 Throughout the thesis I continuously refer to 
Mitoraj‘s and Quinn‘s works, who exemplify how the body metamorphoses and utilises 
the trope of the classical. This allows me to highlight fresh appropriations of past 
models and myths in works of sculptors coming from different generations and also to 
situate their work as radical and revolutionary rather than reactionary. Simultaneously, 
the classical becomes a current issue, which provides a useful framework for critically 
discussing concepts of perfection and the ideal with reference to the body.  
  The critique I want to develop derives from Baudrillard‘s discourse on 
seduction, simulation, contemporary phenomenon of a mirror and a screen and ‗trans‘ 
logic.
29
 My concern is to develop a critical engagement with transgenderism as a 
possibility of transgression of constituted political and semiological demarcation lines. 
                                                        
26 This new perspective embodies Judith Butler‘s ideas of performativity and gender. It also resonates with the 
concept of volatile bodies. For more information, see: Butler, Judith. Undoing Gender. New York and London: 
Routledge, 2004; Butler, Judith. Gender Trouble: Feminism and the Subversion of Identity. New York and London: 
Routledge, 1990; Grosz, Elizabeth. Volatile Bodies. Toward a Corporeal Feminism. Bloomington: Indiana 
University Press, 1994 
27 The Western world is defined depending on cultural, political, spiritual or economic criteria. It usually refers to 
countries associated with European culture founded on Greco-Roman heritage. Western countries share fundamental 
political and economic, amongst others, policies, incorporating democracy, capitalism and freedom of religion. Even 
though fluid, the term is adopted in this thesis to broadly refer to culture of common traditions, ethical and social 
norms, political and economic systems. For more information on the East/West differentiation, see: Greville, J.A.S. A 
History of the World. From the 20th to the 21st Century. London: Routledge, 2005; Ankerl, Guy. Global 
Communication without Universal Civilization: Coexisting Contemporary Civilizations - Arabo-Muslim, Bharati, 
Chinese and Western v. 1. Geneva: Inu Press, 2000; Crampton, Richard. Eastern Europe in the Twentieth Century - 
And After. London: Routledge, 1997 
28 I am not concerned here with the differentiation between female and male artists as it is not the aim of this thesis. 
However, this is something I would like to explore in the future and question whether an artist‘s gender makes any 
difference. 
29 Baudrillard, Jean. The Transparency of Evil. (1990) London, New York: Verso, 2002 
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Hence, I do not devote my attention to a framework that looks at transgenderism as 
either constraining or liberating gender norms. I am not focusing on queer and sexual 
politics and images of transsexuals. Neither do I legitimate trans-sexuality through 
queer theory. I map ‗trans‘ as a new agenda for identity politics that goes through the 
mirror and traverses all spheres. I am intrigued by the ‗Looking-glass‘ reality where 
everything is turned upside down: Venus into Medusa, classical into ‗para-classical‘ 
and the body into trans-body. 
After Baudrillard, I argue that the dichotomous structure of the female/male 
marks individuals and semiologically reduces the symbolic, annulling the possibility of 
other identities.
30
 Therefore, ‗symbolic exchange‘ needs to be incorporated into the 
thinking about the body as we are indeed currently experiencing, what Judith Butler 
called ‗gender trouble‘31. Furthermore, Baudrillardian symbolic exchange is a cyclical 
process, reversing the binary logic (not opposing it), making presence and absence 
ambivalent, enabling seduction and its transparency. Drawing on the aforementioned 
concepts, I am interested in how the structuring of gender and identity is happening in 
this precise historical moment governed by perfection, popular culture and political 
economy, among other aspects. I wish to focus on the cultural and historical specificity 
of the West in the last few decades of the twentieth and the beginning of the twenty-
first century. 
We are now in the era of the economic and the semiological, where the subject 
is fetishised by the law of value and where sexual politics is situated in simulation and 
gender politics. This is a phase of the collapse of the imaginary and the real into 
appearances, make-up and play allowing transformations. Hyperreal differentiation 
establishes differences that are in fact the same. The other does not remain other and so 
difference is fetishised; it becomes illusion. After Baudrillard, I would like to propose a 
solution of multiplicity and hybridity – ‗trans‘. These are important, pertinent and 
interesting questions, which are investigated on the following pages drawing on Freud‘s 
fetish through the reading of Baudrillard.  
The feminist texts I have chosen to discuss and examine through the lens of my 
reading of Baudrillard have been selected because they play a key role in framing 
directions for theory of the sculptured body. They also engage the aforementioned 
issues that are pursued in the chapters of this thesis. Baudrillard remains a key theorist 
                                                        
30 Grace, Victoria. Baudrillard’s Challenge. A feminist reading. London: Routledge, 2000, pp. 37, 38 
31 Butler, Judith. Gender Trouble: Feminism and the Subversion of Identity. op. cit. 
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for this research as I rely greatly on his concepts of seduction, simulation, ‗trans‘ and 
the mirror characterising contemporary sexuality. I am also looking at some aspects of 
sexuality through the readings of Judith Butler, Luce Irigaray and most importantly, 
Hélène Cixous. I am not exploring their discourses further as female‘s subjectivity and 
presence is not the main aim of this thesis. The sculptured body, which I consider 
drawing on Laura Mulvey‘s ‗male gaze‘, could have been described using alternative 
methods and theories from feminist readings. This was not my intention as I hoped to 
present a broad range of possibilities for looking at the body in three contexts 
originating in Jean-François Lyotard‘s writings: of paratopisms, paralogisms and 
parachronisms. As I outline over the course of the arguments to follow, this direction 
enables me to illustrate the era of ‗trans‘. Therefore, I have applied Mieke Bal‘s 
perspective on quoting the past
32
 and Linda Hutcheon‘s theory of parody and irony33. 
Lewis Carroll‘s ‗wonderland‘ and ‗Looking-glass‘ drew me towards the concept of the 
mirror, which I explore with reference to the ideas of Sigmund Freud, Jacques Lacan 
and Baudrillard.  
I am not looking at all aesthetic theories, even though they are interesting and 
useful, their focus is too specific for one discipline. My choice of discourses is dictated 
by the perspective of ‗trans‘, which I adopt along with the extending of aesthetics 
beyond discipline boundaries. Therefore, I rely on Wolfgang Welsch‘s34 and Arthur 
Danto‘s account35, and Baudrillard‘s ‗transaesthetics‘. My concern with beauty and the 
application of the classical trope in the current socio-cultural context drives me towards 
a broader choice of areas to explore that include aesthetics, psychoanalysis, philosophy, 
art theory, feminism and gender studies.  
In this research, I have been more concerned with aspects of sculpture that deal 
neither with its location and the meaning generated by the place nor with the scale. I 
investigate the image of the body and therefore I focused on its opticality. Issues such 
as the placing of objects in context, for instance, in a gallery space or in a certain 
architectural surrounding, surpass my area of research. I hope such analyses will be 
utilised in my future work on the trope of the classical and the body and perhaps in 
another exhibition project.  
                                                        
32 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. Chicago and London: University of 
Chicago Press, 1999 
33 Hutcheon, Linda. A theory of parody: the teachings of twentieth-century art forms. New York and London: 
Methuen, 1985 
34 Welsch, Wolfgang. Undoing Aesthetics. London, Sage, 1997 
35 Danto, Arthur C. The Abuse of Beauty: Aesthetics and the Concept of Art.  Chicago: Open Court, 2003 
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I hope that my investigations on the trope of the classical, the travelling of 
myths and the transformation of the female ideal from Venus towards Medusa reflected 
in the contemporary socio-cultural mirror, lay bare current questions concerning gender 
with relation to the body. Hopefully, my work, by proposing some possible solutions, 
such as ‗para-classicism‘, ‗trans-body‘ or the ‗new desire‘, will open a discussion 
among other researchers, both from art focused disciplines and other related areas. 
 
Sculpture 
This thesis focuses on sculpture and the works of two artists central to this 
research project: Igor Mitoraj and Marc Quinn. One might ask why a twenty-first 
century investigation of the sculptured body in art should be necessary. To some 
degree, it might be said to be an archaic form in comparison to new media artworks. 
This thesis focuses on sculpture and the body as the human figure has been the most 
immediately available subject for art. Sculpture is not only a medium. Fresh ways of 
dealing with the human figure continually generate new discourses on visibility and the 
body: as image, representation or identity – through the realms of the social, the 
political and the sexual. 
Initially, as aforementioned, I was particularly interested in Igor Mitoraj‘s work 
and questions concerning the concept of beauty and the classical trope. While 
investigating a body of Mitoraj‘s work which applied formal qualities relying on ideal 
proportions, smooth surfaces and a harmony of consequent parts, I discovered Marc 
Quinn‘s sculptures of ‗dis-abled‘ bodies. I started looking at them more closely and 
searching for other works by the artist. This is how my journey into the mythologised 
concepts of beauty and the body began.  
My interests in the beauty myth was subsequently contextualised within a 
postmodern framework - eventually also going beyond, expanding to other ideas, such 
as ugliness, grotesque or otherness, previously often excluded. The potential for beauty 
to migrate and travel beyond perfection led me towards feminist and gender theories, 
which I found relevant as the concept of beauty has been substantially attached to the 
idea of ‗woman‘.  I became increasingly fascinated with the possibility, offered by both 
Mitoraj and Quinn, of introducing concepts such as ugliness, fragmentariness or 
transsexuality to the classical perfect figure executed in marble or casted in bronze. My 
reading of beauty has not intentionally been contextualised within feminist theories. 
Nonetheless, utilising a body of literature focusing on the female‘s image and the 
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patriarchalised male gaze, I investigated a range of possible considerations of the body 
transgressing gender boundaries. I looked at it through the ‗looking-glass‘ and the 
Baudrillardian notion of ‗seduction‘, which allowed me to enter the ‗trans‘ – 
transformation, transsexuality, transaesthetics and transpolitics. I became intrigued with 
Baudrillard‘s concepts, such as ‗simulation‘, ‗implosion‘ or the broken mirror. The idea 
of going beyond the postmodern, which allowed only fragmentariness and the mirror 
stage still embedded in patriarchal logic, proved to be more and more seductive and 
enabled me to move beyond the fixed notions of gendered identity. At the same time, I 
have chosen to investigate works of two artists, which indeed transgress the 
obviousness of gender and sex. Simultaneously, both of them are male and they both 
work in a fairly conservative manner, utilizing appropriate forms and ideals arousing 
desire. They create works often described as voyeuristic, kitsch, old-fashioned or 
promoting power and imposing certain ideologies as they adopt the imaginary 
associated with classicism. Negative critiques, often assuming them to be showmen 
presenting ‗freaks‘, is not relevant to my reading of works of Mitoraj and Quinn which 
does not engage with the works as anti-feminist. What interested me was the 
juxtaposition of the idea of absolute beauty and the absolute kitsch of individual bodies, 
not common people portrayed by previous classical sculptures. The applied trope of the 
classical has originated in various sources and backgrounds. While Mitoraj comes from 
Poland and his ‗classicism‘ could be read as post-communistic, Quinn refers to popular 
culture and the beauty myth. The introduction in this thesis of the metaphor of the 
mirror and going through, back and forth, the ‗looking-glass‘, allows other tropes to 
emerge and I explore the works of these, and other, sculptors from a different 
perspective. Contextualising the classicized body in the Baudrillardian seduction is an 
attempt to construct a new concept of beauty. 
The possibility of confronting the works of these two artists was irresistibly 
attractive to me, particularly because both of them, besides coming from different 
generations and various backgrounds, come together in their attempt to transgress 
common representations and the significance of the notion of beauty. I argue that the 
classical trope goes beyond power structures and voyeurism by means of referring to 
myths of wholeness and fragmentation or beauty and ugliness – Venus and Medusa. 
The figure of Venus already contains her own binaries and introducing Venus and 
Medusa as antithetical might seem unnecessary. Yet, the bringing of Medusa into the 
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discussion on completeness and beauty is essential. The ‗radical otherness‘36 of the 
figure allows both ‗looking at‘ and ‗looking away‘ and is strongly embedded in the 
concept of the mirror. Notions of disability or fragmentation and social inclusiveness 
and exclusiveness, often brought forward while looking at Quinn‘s The Complete 
Marbles series, are not being utilised only to shock or become popular. In my reading 
of both artists‘ works through the Baudrillardian ideas of ‗trans‘, what I call the 
incomplete completeness opens up the possibility to construct new singularities in the 
‗trans‘ phase: transsexuality, transpolitics, but also transaesthetics.   
I propose a set of tropes investigating the body in the twenty-first century, 
which I hope to utilise in the future to explore women artists‘ works, as a comment on 
transaesthetics. The developed idea of the ‗trans-body‘ serves to destroy the 
phallogocentric structure and allow other singularites and identities to emerge. My 
reading does not propose a metatheory that is a transhistorical and seductive myth. I am 
aware that referring to the ‗trans‘ might, as a natural consequence, be seen as already 
superfluous. Therefore, I contextualise my research in what is happening now, in this 
particular moment in time, but still with reference to histories and theories that have 
shaped the image of the contemporary body and hence identity. I am interested in how 
women can reclaim their voice referring to the mirror and Lacanian mirror phase. 
Beauty is already embedded in the mirror formula, which substantially initiates it. This 
is where also the prosthetic illusion of wholeness and the desire to construct entities are 
inaugurated. The Baudrillardian cracked mirror allows to develop a new completeness 
from miniaturised cells but also from emerging new singularities and identities. 
Cixous‘s ‗merger type sexuality‘ enables ‗woman‘ to liberate herself from the 
phallogocentric representation and to dissolve differences, destroying at the same time 
Lacanian mirror stage, founded on the phallogocentric logic. ‗Woman‘ is no longer 
centralised and subordinated to a larger whole but is constructed from whole, yet 
independent, subdivisions, going through the ‗looking-glass‘, towards the Baudrillardin 
‗erotic polyvalence‘ and the era of ‗trans‘. This new mirror, allowing travelling back 
and forth, is reversible and enables the body to emerge as limitless, defetishised, 
playing the game of the seducer and the seduced in the post-narcissistic phase founded 
on cell and segment. I speculate on how ‗woman‘ can go beyond male dominance and 
how a new entity can emerge from fragments. This would require looking more closely 
                                                        
36 Baudrillard, Jean. The Transparency of Evil. op. cit., p. 111 
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in the future at cultural perspectives and the specificity of womens‘ art that would 
ground the ideas. Also, I would be interested in focusing on aesthetics and 
Baumgarten‘s theories, contrary to a Kantian theoretical framework, where the external 
might be able to enter the game of hide and seek and play with appearance in order to 
destroy the phallogocentric order. The figure of Medusa, the Baudrillardian ‗radical 
otherness‘37 allows this game of looking at and looking away. It might enable Cixous‘s 
‗dematerpaternalization‘. 
This research contextualises beauty within contemporary sculpture, drawing on 
its traditions of reconfiguring and reinventing the human figure. Through the 
incorporation of concepts such as gender, seduction, ugliness and fetishisation, among 
others, beauty becomes a hybrid. Its ideal – often represented in the figure of Venus – is 
closely linked to the body, which currently is also subjected to manipulations, 
transformations and transmutations. Therefore, besides the concept of beauty I 
investigate the body beyond figure and appearance as a site of social complexities. The 
body performs and is performed, as this, I argue, is reflected and best exemplified in 
Igor Mitoraj‘s and Marc Quinn‘s sculpture.  
 
 Igor Mitoraj 
Here, I introduce a body of literature exploring themes, tropes and materials 
used by Igor Mitoraj in his sculptures. It aims to present a number of discourses that 
explore Mitoraj‘s art and situate it in an art historical perspective. I focus on the trope of 
the classical and the concept of beauty that are key for this research. Mitoraj‘s works 
demarcated routes for my project – with its myths and subjects – that are taken further 
by Marc Quinn. This introduction serves as a point of reference for my future 
discussion of, amongst other themes, concepts of beauty, the classical, mythological 
tropes present in theoretical discourses and Quinn‘s works. Luciano Caprile remarks: 
 
The contemporary world has lost its memory: the past no longer exists. Today, there is 
only room for a speeded-up present that allows no pauses for reflection, because the 
event we are now experiencing is on the verge of being over, to be replaced by the next 
one.
38
 
 
                                                        
37 Baudrillard, Jean. The Transparency of Evil. op. cit., p. 111 
38 Caprile, Luciano. ‗The Aching Nostalgia for Beauty‘, in Chiappini, Rudy. Igor Mitoraj, exhibition catalogue, 
Milano: Skira, 2002, p. 111 
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Mitoraj started working in the 1960s in Poland. Afterwards, inspired by Henry 
Moore‘s and Barbara Hepworth‘s works and also Mediterranean aesthetics, he moved 
from embracing Tadeusz Kantor‘s assemblages to Giorgio de Chirico‘s solitary figures. 
Françoise Jaunin remarks that in the 1960s and 1970s there was a fascination with the 
recycling of the antique and mythological inspirations, as exemplified in the works of 
Giulio Paolini, Claudio Parmigianni and Anne and Patrick Poirier, amongst others.
39
 
However, Mitoraj‘s work is not immersed in conceptualism and concerns regarding 
language and media. Monika Rydiger locates Mitoraj‘s sculptures also in relation to 
avant-garde transformations and works of artists such as Brancusi, Giacometti, 
Malevich, Picasso, Donald Judd, Carl Andre, Anthony Caro and Richard Serra.
40
 
Flaminio Gualdoni
41
 also mentions Poirier, Paolini and Charles Simonds. 
Igor Mitoraj‘s sculptures cause a lot of controversies as they engage in the 
discussion on beauty. Caprile calls him ‗an alien in a panorama populated by 
videotapes, computerised images‘.42 Mitoraj creates classical looking bodies but 
fragmented and cut. Dismembered gods and goddesses wrapped in bandages, wounded, 
scratched, reduced or magnified are far from antique hedonistic figures. They are either 
massive or small, magnifying or miniaturising the past. According to Rudy Chiappini, 
Mitoraj‘s uniqueness lays in the contamination of his works, the classicism that is 
annihilated and turned into a ruin or a fragment like scratches on the surface of 
supposedly beautiful bodies.
43
 Maurizio Cecchetti claims ‗Contamination, conceptual 
and material, is the logos of contemporary art, the art of an era that is substantially 
enthropic that deeply loves chaos.‘44  
The harmonious form, purity and apparent objectivity refer to Greco-Roman 
canons. Chiappini situates Mitoraj‘s sculptures between Neoclassicism and 
Postmodernism with influences of Tadeusz Kantor‘s works and the post Second World 
War exhaustion of forms. He calls them a form of a dialogue with the past.
45
 Cecchetti 
equates Neoclassicism with plastic bodies, purely scenographic, using antique 
                                                        
39 Jaunin, Françoise. ‗Igor Mitoraj: Elegy for a lost Arcadia‘, in Sabatié, Jean-Paul. Igor Mitoraj. New Mythology, 
exhibition catalogue, Lausanne: Musée Olympique, 2001, p. 13 
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properties only as a pretext.
46
 In my research I am separating Mitoraj‘s work - and also 
other related artists as for instance Marc Quinn, Giulio Paolini or Charles Avery – from 
Neoclassicism as I assume they have various sources, which I am exploring in the 
subsequent chapters. Contemporary Venuses and Icarias are not clones of the past or 
direct transfers of ancient classical heroes and heroines. I am looking at them drawing 
on Mieke Bal‘s notion of ‗preposterous history‘,47 excluding the neoclassical attitude of 
creating calques of antiquity. Venuses and Medusas play with iconic images, using 
them as make-up. Banksy‘s Venuses wear military camouflage net and carry shopping 
bags; Andres Serrano submerges Venus‘s bust in urine; Mitoraj creates the ambivalent 
figure of Icaria - half-Venus, half-Icarus. 
According to Chiappini, Mitoraj - by pertaining to Greco-Roman classicism 
with associated notion of beauty and properties such as harmony and proportion - 
investigates contemporary society with its confusions and the sense of being lost. He 
analyses the consciousness but also the plasticity of the human.
48
 I would like to 
suggest a broader perspective, in which androgynous figures created by the artist refer 
to contemporary discourses on gender and sexuality.
49
 They also illustrate ideas of 
wholeness and fragmentation, beauty and ugliness, Venus and Medusa. Donald Kuspit 
compares Mitoraj‘s figures to antique sculptures where the fragment was investigated 
as a whole. Here, the integrity is challenged by mutilation of parts. In these bodies - 
where the unity is dissected - it also implies remembering something lost.
50
 Mitoraj 
creates bodies that are ambivalent in their beauty and their sexuality. As he remarks in 
an interview: 
 
Mitoraj: And then there is the theme of the ambiguity of beauty, which is a very strong 
and sharp theme – like a double-edged knife, which could hurt badly. 
Cortenova: What do you mean by ambiguity of beauty? 
Mitoraj: In the sense that beauty couldn‘t hurt much. 
Cortenova: Meaning that beauty, as such, is ambiguous? 
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Mitoraj: It‘s exactly that.51 
 
The classical frame that he uses pertains not only to humanity but, as I will 
show in the subsequent chapters, to the body itself, gender theories and the changing 
status of beauty. It also introduces a larger debate on a group of contemporary 
sculptures that by using the classical trope refer to the feminine and the masculine, 
disability, trans-sexuality, glamour, prettiness or kitsch, just to name some of the 
phenomena. Gualdoni claims that the classical is not used not as a paradigm or a mode 
of expression, an alibi or a foundation but rather as a substance to find the contradiction 
in the form, to play with the classical.
52
 Sabino Iusco refers to artists‘ interest in 
Classicism and the relationship with antique Greece and Rome as not retro or an absurd 
mimesis but memorising, as in Giorgio de Chirico‘s silent painting scenes.53 Maurizio 
Calvesi calls it the ‗open heart ‗classical‘ surgery‘ juxtaposing Mondrian and Polycletus 
and establishing a new canon of the classical regained from its lost properties.
54
 Even 
though the anthropomorphic code is apparent and visible, it might be misleading. It is 
easy to see Mitoraj‘s figures as perfectly constructed anatomicaly bodies – harmonious, 
in contrapposto, with a proper relation between the bust and the legs. However, it is 
important to look beyond stylistics, beyond antique and also, beyond Pythagorean 
beauty. 
Some theorists, like Chiappini or Enzo Siciliano suggest Mitoraj uses historical 
iconography to represent his desires and visions concerning the alienation and 
deterioration of humans. The chosen allegories are not accidental as they refer to 
specific mythological archetypes.
55
 Maria Vescovo analyses Mitoraj‘s figures as 
representing humanity metaphorically. Eros, Venus, Psyche, Angels - all blend the 
sacred and the profane and all refer to human.
56
 Those representations reappear in the 
artist‘s works creating a fragmentary collage that, according to Julian Zugazagoitia, 
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refers to the lost past and creates a new contemporary mythology,
57
 also called by 
Giovanni Testori ‗olimpian‘.58 The ideal and values, or rather their disappearance, is 
perfectly exemplified by mutilated figures. Klaus Wolbert remarks that Mitoraj merges 
the monstrous and the tragic with the beautiful, which is best embodied in sculptures of 
Medusa.
59
 The artist revives myths and figures that were forgotten and no longer exist 
in contemporary Western European conscience. Wolbert claims that beauty functions as 
a destroyed utopia, lost somewhere in the past with its humanist dream of autonomy 
and perfection.
60
 These imaginations can currently be embraced only as scattered 
fragments and reminiscences. Anna Potoczek suggests that Mitoraj creates his own 
mythology;
61
 his relation with antiquity is, in a sense, fictional, built by himself. It is, as 
Dariusz Bartoszewicz claims, an artificial, made up world.
62
 Françoise Jaunin calls 
Mitoraj‘s personages a ‗theatre of memories‘ with Greco-Latin origins. He remarks that 
the artist nostalgically reinvented archaeology in order to show that Arcadia is lost - in 
ruins and memories.
63
 
Mitoraj‘s fragmentary heroes, as stated by Chiappini, describe the lost 
completeness in moral and even societal dimension.
64
 He states that: 
 
The beauty that issues from Mitoraj‘s creatures brings along with it deep emotions and 
sentimental involvement precisely because it does not come forth as absolute and 
perfect, but shows itself in all of its human, earthly dimension, forsaking the absolute in 
order to survive, even if lacerated and besieged by existential inclemencies.
65
 
 
Giovanni Testori looks at the artist‘s oeuvre as a sort of salvation. 
 
In Mitoraj‘s case we don‘t deal with ―quoting‖ the past, but with a moving and bright 
example of the recovery of values that needed today. And why not to add that this all 
shows that in our great and rich, however idiotic and disgusting reality, there‘s still a 
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place for harmony and beauty, and that those values can be still realised in all their 
glory?
66
 
 
Very often Mitoraj‘s works are dangerously seen, for instance by Chiappini or 
Siciliano, as representing or reaching the absolute, creating some sort of religious 
dimension and almost mystical responses. Others, as Jacek Purchla, see his sculptures 
as exploring ‗the tried and tested canons of beauty‘67 and also, according to Andrzej 
Wajda, already inscribed in the body reference to proportions and symmetry.
68
 
Giovanni Testori looks at the mutilated figures as fragmented by sins of humanity. 
Their harmony can be restored by the creation of beauty.
69
 He suggests: 
 
It is the lesson speaking about the price of life and about its constitution ex novo and 
simultaneously ab antiquo. Since the time of Crucifixion, life cannot be saved in any 
different way than through the wounds, thorns and pain of the Cross.
70
 
 
Alberto Bevilacqua refers to the artist‘s works as an archipelago of Greek myths and 
considers them in terms of the triad ‗eroticism – heroism - aestheticism‘.71 
I am also looking at Mitoraj‘s works as referring to the notion of beauty but 
rather abstracting from the traditional rules and principles, the cult of the Platonic triad, 
even though some theorists, such as Julian Zugazagoitia, suggest that Mitoraj‘s figures 
refer to beauty, truth and good.
72
 I would not like to see those fragmentary figures as 
sacred. They are not objects of totemic rituals. The confusion about Mitoraj‘s sculptures 
arises mainly from disorientation around the notion of beauty. After the avant-garde 
rejection of the concept and arts‘ divergence in questions of aesthetics, Caprile states: 
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Mitoraj affirms, with irony and self-awareness, that beauty, ―that‖ beauty in particular, 
may today be considered a means for measuring our decadence, our vertical plunge into 
the canyon of taste.
73
  
 
Julian Zugazagoitia also suggests that even though the artist researches beauty 
translated by the classical body, he refers to the 1970s – with its minimalism, 
conceptualism and abstraction – and to the 1980s – when the figure, the past and 
mythology were revitalised in art.
74
 The flawless beauty is just an impression, 
according to John Russell-Taylor. It intertwines with the grotesque,
75
 creating a 
contemporary fusion and a new vision of aesthetics. Russell-Taylor calls the artist a 
‗New Classicist‘, as he follows rules for beauty set by the Antique. He also suggests 
that it is not a pastiche.
76
 This, I do not totally agree with. Mitoraj‘s beauty cannot be 
seen as a salvaging. I think it is neither a classical comeback, as in Antonio Canova‘s or 
Berthel Thorvaldsen‘s sculptures nor the injuring of beauty. Caprile and Chiappini 
insist on the artist‘s intention to reinterpret classical ideals referring to morality and 
humanity. Linda Brown claims: ‗Here is contemporary humanity stripped bare in the 
cradle of humanism.‘77 Zugazagoitia sees the fragmented bodies as the mirror of some 
Hellenistic aesthetic properties incarnating moral values. He suggests that those figures 
are idealised but not necessarily divined, as, according to mythology, the morality of 
humans is superior to that of gods.
78
 Maurizio Calvesi sees these classical recollections 
as polemic and anachronistic
79
. In conversation with Giorgio Cortenova Mitoraj states: 
‗My images are very simple, extremely recognisable, capable of conversing with an 
observer.‘80 They are recognisable metaphors, like Venus or Icarus. I am considering 
the classical trope as a make-up, rather than a reference to lost humanity, which will be 
looked at further in the following chapters.  
Mitoraj‘s works are also considered, for instance by Flaminio Gualdoni,81 Peter 
Murray
82
 or Anna Potoczek,
83
 in relation to metaphysical art and surrealism. John 
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Russell-Taylor refers them to the native Polish fantasy, Magic Realism and nonsense 
with a strong sense of irony and theatre going back to the Polish avant-garde.
84
 It is also 
situated by him and, among others, by Jacek Purchla
85
 or Donald Kuspit,
86
 in 
postmodernist discourse. 
Kuspit investigates Mitoraj‘s classical, yet, contemporary bodies with reference 
to the tension between completeness and fragmentation. This balance is equated as 
embodying the human need for integrity, lost in modernism.
87
 The figures envision the 
memories for no longer possessed wholeness and intrinsic values. Kuspit also questions 
the process of restoration and showing the progress of construction in terms of 
postmodernism.
88
 This classicism is contemporary rather than historically regressive; it 
revives the figure. It also explains its origins in antiquity, challenging Modernism 
historically.
89
 John Russell Taylor locates Mitoraj‘s work between Neoclassicism, or 
rather ‗New Classicism‘, Surrealism and postmodernism.90 Monika Rydiger opposes it 
to the demythologised and vulgar figures of the art of the 1980s and 1990s. Ikaria‘s and 
Ikarus‘ re-echo images of ideal humans. They reproduce men deprived of interiors; 
empty postmodern shells.
91
  
Mitoraj‘s works can be referred to many sculptural traditions and might be 
situated in numerous positions regarding the notion of beauty. They can also be read as 
direct recollections, metaphors, fetishes, parodies, irony, just to mention some of the 
possibilities that arise while looking at the bronze or marble heroes. As Robert Taplin 
remarks:  
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In effect he has picked up the frayed ends of the European figural tradition, as they 
were left dangling fifty years ago, and attempted to knit them back together in a form of 
loving pastiche.
92
 
 
I discussed a number of discourses on Mitoraj‘s art, its ‗classicism‘ and its 
incorporation of the notion of beauty. Mitoraj‘s recollection of the classical tradition is 
like postmodern ‗Anamnesis‘, Charles Jencks‘ ‗reminding‘. However, in my view the 
antique is not a direct postmodern déjà vu but rather serves as moving out of the 
obvious that is emphasised by numerous dislocations and discontinuity.
93
 It is a fusion 
of the Greek, Etruscan, Roman, Far Eastern, mythological and hyperreal.  
 
 Marc Quinn 
Here, I briefly introduce Marc Quinn‘s works, the emphasis being on groups of 
sculptures that I focus on in this project. They rely on various conceptualisations of the 
human body adopted by the artist – from articulating fragmentation of the body, 
through embodying bodily materials in the sculptured body itself to changing the limits 
of the body, portraying it as a site of different treatments and surgeries.  
Francesca Gavin, while describing Marc Quinn‘s works for the exhibition 
Chemical Life Support (2005) at the White Cube Gallery in London, considers them 
‗simply beautiful‘, ‗otherworldly‘, ‗floating cream bodies‘.94 Danilo Eccher describes 
the works as portraying the mutilated bodies the ‗poetics of the limits‘.95 Quinn 
investigates many themes in his works, paintings and sculptures: from time, the self, the 
body, to gender and pop culture related topics. This research looks at sculptures 
representing disabled people carved in marble, Renaissance-like bodies envisioning 
perfection, self structures looking at ideas such as DNA and the human genome and, 
most recently, works embodying the obsession with the body. Quinn is often associated 
with the Young British Artists (YBA), a group of artists that emerged in the 1990s, 
using often unexpected materials and investigating, often their own, body as ‗a site of 
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social rupture and dissent‘.96 Also the second generation of YBA examined the body, 
emphasising it as a terrain of social complexities and interactions. 
Quinn also addresses concepts of life and death – Eros and Thanatos. The 
smooth bodies, whole or fragmented, in marble or mixed with wax evoke debates on 
perfection and beauty. They function beyond postmodern ironic use of ‗the classical‘ 
and the fragment. Perhaps their ideal form is kitsch. But that does not really matter. The 
value is not important as they appear in a very particular moment in time. They return 
now – when we are obsessed with our bodies, when beauty ‗shouts‘ from every advert 
and every magazine, when ‗the end of art and history‘ was announced, when everything 
‗has already happened‘ and when the division between sex and gender and the 
possibility of trans become more and more visible. 
Notwithstanding this general ‗entropy‘ and the destruction of ‗grand narratives‘, 
in his last book Jean Baudrillard asks: ‗Why hasn‘t everything already disappeared?‘97 
Perhaps there is more than just an irony? Perhaps we ‗rid ourselves of the ambiguity of 
the world‘98 says Baudrillard. The irony becomes objective and, hence, also dissolves. 
In the last sentence in the book Baudrillard remarks: ‗The end itself has 
disappeared...‘99 Is there a space for a new beginning, for a transference of tropes and 
signs? In Baudrillard‘s account: 
 
At any rate, nothing just vanishes; of everything that disappears there remain traces. 
The problem is what remains when everything has disappeared. It‘s a bit like Lewis 
Carroll‘s Cheshire Cat, whose grin still hovers in the air after the rest of him has 
vanished. [...] And in fact the subject [...] is disappearing, but it leaves its ghost behind, 
its narcissistic double, more or less as the Cat left its grin hovering.‘100 
 
What is ‗the classical‘ signifying now? How has its social and cultural 
significance changed? After Rod Mengham, I question how to currently make a marble 
sculpture that would not seem completely irrelevant.
101
 The white marble, the human 
figure, and sculpture – all those heavily loaded markers of the cultural occur again now. 
The classical re-appeared in the postmodern but perhaps it currently functions beyond 
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that? Perhaps there is a shift in thinking about big ideas such as truth, goodness, beauty 
– the Platonic triad – signifying a change, the ‗beyond‘, the possibility of taking things 
further. 
Quinn is like a scientist investigating the possibility of extending, trespassing, 
and melting of the threshold between life, beauty and death. Many of his works embody 
the idea of the time-line, as in the seventeenth century Dutch still-lives, preserving life. 
His Garden (2000) for Fondazione Prada in Milan brought together plants from 
different continents and flowering in different seasons that could not grow together 
other than frozen and dead, even though, it seemed, full of life. The installation was 
called ‗a garden of infinite beauty and immortality‘, ‗beauty that doesn‘t decay‘, ‗a 
perfect image beyond botany itself‘.102 Miuccia Prada remarked it manifested beauty.103 
Perfect, but horrible, as all the plants, seemingly beautiful, were dead. In an interview 
with the artist, Germano Celant asked:  
 
Prolonging the lives of plants recalls the psychology of the phantom limb that 
accompanies the life of those who have lost it. Is the eternity of nature a phantom 
process for you? 
 
Quinn replied: 
 
Like a phantom limb, a hallucination that represents something that‘s been lost; just as, 
in a way, all portraits and representations are.
104
 
 
The scientific approach – using materials and techniques associated rather with 
medicine and genetics than art – is applied in works representing nature and the human. 
Quinn takes notions of identity to the extreme, applying science to create ultimate 
portraits – for instance of the self, as in Self (1991) - a cast made of 4.5 litres of the 
artist‘s own blood, with a sample of the artist‘s own DNA or in the portrait of Sir John 
Sulston (2001)
105
 in jelly, containing the model‘s DNA. The use of matt wax, for 
example, in frozen sculptures or mixed with various substances – blood or medicines - 
revokes its fluidity and transparency that reminds one of human skin. It is also a 
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transitory material than easily changes - melting, even disappearing - just like human 
life.  
Concepts of beauty and death are explored in works such as frozen and cast in 
silicone flowers that are preserved but, at the same time, their life is suspended. The 
human imperfection portrayed in The Complete Marbles – a series of sculptures in 
white marble of people without limbs made between 1999 and 2001– evoke classical 
perfect figures from the past. Sometimes they are called ‗ironic (canova-classical)‘,106 
which, I think, is an oversimplification, and, in the context of Quinn‘s other work, as 
well as their appearance now, wrong. They function beyond postmodern irony and 
beyond fetishising. They portray people with incomplete bodies that define them, 
involuntarily. These are individuals, not human types as represented in antique Greek 
sculpture. The bodies become signifiers of the classical. Their partiality is subordinated 
to the symbolic function. Fragmentation is visible but the inherent idea of completeness 
overshadows the lack of limbs.  
The exhibition Chemical Life Support (2005) presented Quinn‘s works that 
appear perfect and immaculate. The classically inspired sculptures imagine people in 
polymer wax resembling white marble. Perfection is only illusory. The pomyler wax is 
mixed with the powdered medicines used by the ‗models‘ to survive – for instance 
insulin, as in Nicholas Grogan – Insulin (Diabetes) (2004), fig.26 or a medicine against 
Aids as in Silvia Petretti – Sustiva, Tenofivir, 3TC (HIV) (2005), fig.25.  
Quinn‘s immaculately carved nude bodies of disabled people instantly evoke 
concepts of Greco-Roman perfection and the ideal - even though mutilated - beauty of 
the Venus de Milo. The artist investigates the aesthetics of the fragment through the 
classical form. The figures with amputated limbs – either due to misadventures or as a 
result of a birth defect – are all carved in white, flawless marble. The bodies seem 
perfect, as also the Venus de Milo is, despite their visible impairment. Alison Lapper 
Pregnant (2005), fig.7, represents a woman artist in her eighth month of pregnancy. 
The sculpture reminds us of ancient bodies with perfect proportions and symmetrical 
traces. The lack of limbs is unnoticed as we are so accustomed to the perfect Greco-
Roman figures, such as the Venus de Milo, we do not really pay attention to bodily 
distortions. It is simply aesthetically pleasing. The sculpture pays a tribute, perhaps 
                                                        
106 ‗Marc Quinn‘, updated 5 May 2000, http://www.fondazioneprada.org/en/comunicati/MQ.ENG.pdf, consulted 25 
January 2008; This project does not engage in the debate on ethics of representing the physically handicapped bodies 
as I feel this needs a more extensive research. 
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even more, to femininity – women‘s heroism, fighting with male dominance and the 
image of woman as ideal and perfect - than disability. Alison Lapper herself admits that 
the location of the statue in Trafalgar Square is ‗a powerful statement about where we 
are trying to go in the 21st century – a future with truly equal opportunities for all‘.107 
The concepts of wholeness and fragmentation return in this thesis in a number 
of contexts and with relation to various theories. To summarise at this point, I 
investigate Quinn‘s and Mitoraj‘s works referring to the overarching theme of the 
incomplete completeness and I do not support claims, among others, by David Cohen 
that Quinn‘s marble figures are ‗sick‘,108 ‗fetishistic‘, ‗sexual‘ or by Hilton Kramer that 
‗the era of amputation chic has opened with a bang!‘109 
The artist‘s most recent exhibition Allanah, Buck, Catman, Chelsea, Michael, 
Pamela and Thomas, fig.23, at the White Cube gallery in London, resonates with the 
current fascination with the body and its transformation. In contrast to The Complete 
Marbles series, where the body defined the models or Evolution (2008), where the 
physical identity was shown as just emerging, this series inversely represents models 
that rebuilt their bodies. It investigates otherness embodied, paradoxically, in very 
traditional materials – marble, silver and bronze – the first associated with purity and 
ideal human figures from classical art; the latter also implying the possibility of reusing 
them, as though being in a ‗trans‘ state, in between. This simple trick, together with 
playing with proportions and scales, evokes concepts of beauty and perfection. The 
obsession with the body – its form and shape – is reflected in almost every discipline; 
for example, in medicine and an enormous growth of plastic surgeries, in tattooing, in 
art and exploring possibilities of the body, as exemplified in Stelarc‘s performances, or 
even in the expansion of the make-up industry, offering products that change and 
improve the appearance.  
Quinn‘s recent sculptures portray individuals who underwent major body 
alternations – cosmetic surgeries, skin bleaching, piercings and tattooing or hormone 
treatments. There are, among others, transsexuals – Buck Angel and Allanah Starr - 
porn stars with surgically transformed bodies but still retaining their sex, who stand as 
Adam and Eve, hand in hand in one representation, and, in the other, have sex. Buck is 
                                                        
107 Lapper, Alison, updated 17 August 2005, http://www.alisonlapper.com/, consulted 25 January 2008 
108 Cohen, David, ‗Gallery Going‘, updated February 2004, http://www.artcritical.com/DavidCohen/SUN41.htm, 
consulted 25 January 2008 
109 Kramer, Hilton, ‗Marc Quinn Sculpture Meets Shock Standard For Limbless Nudes‘, updated 25 January 2004, 
http://www.observer.com/node/48701, consulted 25 January 2008 
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also portrayed in a separate pose with a cigar, vagina and tattoos covering the body. A 
gold bronze of a pair of twins, as though mirroring each other, with the famous giant 
silicone breasts - The Ecstatic Autogenesis of Pamela (2010), fig.4 - represents Pamela 
Anderson. Two marble heads with white and black faces - Man in the Mirror (2010) 
and Man in the Mirror (Monochrome Reversal) (2010) – portray Michael Jackson. 
There is a portrait with the silicone breasts of Chelsea Charms, (2009), fig.2, 
‗America‘s Big Bust Sweetheart‘, as her website says, and a sculpture of a man in his 
third pregnancy - Thomas Beatie (2009), fig.3, - previously Tracy Lagondino. Those are 
just some of the bronzes and casts presented at the exhibition among Quinn‘s paintings 
of flowers. The sculptures are immaculate. The artist is very precise in showing all the 
details, as for instance the creases on Beatie‘s pants. It is yet another reference to the 
appearance and the external form – parergon, resonating with perfection - that are also 
key concepts investigated in this project. Quinn remarks: ‗Sculpture's all about drapery, 
isn't it? Recreating the movement of fabric in marble is one of the classic sculptural 
themes.‘110 
This exhibition explores, beyond otherness and the external, the notion of 
completeness. In The Complete Marbles the concept of wholeness originated in 
fragmentation. Here, it derives from oneness or Cixous‘s ‗merger type sexuality‘111 as 
we are all, in the beginning, female. Quinn says: ‗It‘s the whack of testosterone that 
makes the clitoris turn into a penis. So that‘s the weird thing. We‘re like, ‗How strange‘ 
but every boy‘s done it!‘112 
For Quinn, the body not only signifies the human presence but, most 
importantly, it investigates it as a subject; the self and the other that are located in 
representation. It becomes a structure and a sign, an expression of the social reality. The 
feeling of unease and discomfort experienced while confronted with a disabled body or 
the obsession and the cult of the corporeal are portrayed in the recent sculpture series 
made by the artist. In the consequent chapters I will discuss in depth concepts of 
fragmentation and wholeness, gender and the cult of perfection. 
 
Tropes 
                                                        
110 Hattenstone, Simon, ‗Marc Quinn: Just don‘t call it a freak show‘, updated 1 May 2010, 
http://www.guardian.co.uk/artanddesign/2010/may/01/marc-quinn-interview, consulted 5 May 2010 
111 Refer to chapter four for a discussion on androgyny and the ‗other sex‘. 
112 Hattenstone, Simon, ‗Marc Quinn: Just don‘t call it a freak show‘, updated 1 May 2010, 
http://www.guardian.co.uk/artanddesign/2010/may/01/marc-quinn-interview, consulted 5 May 2010 
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This research is an attempt to expand the concept of beauty beyond traditional 
aesthetics‘ enquiry into the realms of gender and sexuality studies, hybridisations of 
identity and intersubjectivity, cross-dressing or even trans-vesting. To quote Volcano 
Del LaGrace:  
 
It is the ‗play of looks‘ that I want to explore, within the framework of desire and its 
visual representations. By unearthing some of psychical, social and sexual processes 
involved in representations of desire we can begin hopefully to examine the dynamic of 
desire present in the relationship between the photographer [and here I would like to 
add mirror], the photographed [Narcissus] and you.
113
 
 
Below, I introduce key tropes examined in this doctoral thesis and main 
theorists on whose account I rely in my research.  
 
 Beauty – Venus/Medusa implosion 
The return of beauty raises many questions, but one of the most important ones 
remains: why it appears again and why through the trope of the classical. How do the 
hybridisations of the body, dubious sex and references to myths embody the idea of 
beauty? This research offers an original context for both Roman and Greek myths that 
travel. I consciously do not differentiate between those two distinct belief systems as 
this is not the purpose of this thesis and requires in-depth research to illustrate all 
complexities arising while comparing Greek and Roman mythology. Instead, I focus on 
the Venus/Medusa rationale, contextualised in the proposed and aforementioned para-
classicism. The Roman goddess Venus and the mortal Medusa seem contrary, hence I 
sometimes use the word ‗versus‘ to describe their relationship. The first one is 
associated with beauty, whilst the other with monstrosity and ugliness. However, as I 
will show in the course of my arguments drawing on Baudrillard‘s ‗implosion‘, Venus 
and Medusa complement each other, enabling a new image of the female body to 
emerge that can be regarded as beautiful also in its fragmentariness or distortion. I will 
argue that Venus‘s tradition is, in fact, founded on castration and mutilation, commonly 
associated with the Medusa myth. Hence, both figures create a contemporary para-
classical mythology that re-visions the concept of beauty.  
                                                        
113 Del LaGrace, Volcano, ‗Dynamics of Desire‘, updated 1992, http://www.dellagracevolcano.com/text1.html, 
consulted 22 March 2010 
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It is fascinating and, at the same time, entertaining that most magazines, 
cosmetic brands or television adverts incorporate the notion of beauty. We are 
bombarded with expressions such as ‗Beauty trends‘, ‗Discover your inner beauty‘ or 
the names of various cosmetic salons, for instance Venus - suggesting timeless feminine 
ideals, or Plato – helping you to change pure appearance and, at the same time, the 
soul. Beauty saturates the world around, focusing on the ‗woman‘ as the signifier of the 
beautiful and an object of mainstream consumption. ‗She‘ as the body and the figure is 
sculptured, painted, and appears in movies, photography or magazines.
114
  
This research, then, is about beauty, its re-turn
115
 and how the concept is 
incorporated in various contexts. It reflects an obsession with beauty – elevating it to an 
absolute, degrading it, deriding, parodying, beautifying, seducing, simulating, 
reworking and re-appropriating. The discourse on the concept has moved from beauty 
to ‗trans-beauty‘, ‗trans-aestheticisation‘, banality and transparency. Beauty credibility 
as a value was questioned and we became forced to confront it from new perspectives 
and in new relations, inseparably from contemporary attitudes towards the body, gender 
and sexuality. Instead of asking, what is beauty, it would be more appropriate to ask - 
why it re-appears? What are the debates about? Who do they address? What does 
beauty actually do? Saul Ostrow remarks that together with the re-invention of the 
concept of irony in the 1960s, beauty started to be re-appropriated as a cultural and 
political phenomenon.
116
 Rather than examining beauty as a philosophical discourse, 
aesthetic judgement and a sign of taste, I look at beauty as a form and a function, 
redefining the threshold between the critical and the socio-political by investigating 
various forms of discrimination regarding gender, sexuality and aesthetics. I rely on 
Marc Cousins‘s approach towards the concept of beauty as a hybrid or a Quasimodo, 
allowing irregularity, lack and distortion. 
Through the incorporation of concepts such as gender, seduction, ugliness and 
fetishisation, among others, beauty becomes a hybrid. Its ideal – often represented in 
the figure of Venus – is closely linked to the body, which, currently, is also subjected to 
manipulations, transformations and transmutations. Therefore, besides the concept of 
                                                        
114 It is currently interesting how the feminine qualities enter into the conceptions on maleness. I hope to examine it 
in more detail in the future research. For an interesting view of how the male body is explored in relation to the 
notion of beauty, refer to: Bordo, Susan. ‗Beauty (Re)Discovers the Male Body‘, in Brand Zeglin, Peg. Beauty 
Matters. Bloomington and Indianapolis: Indiana University Press, 2000, pp. 112 - 168 
115 I often use the word ‗re-turn‘ rather than ‗return‘ as it reflects not only the comeback but also the re-organisation 
and re-combination of the concept. 
116 Ostrow, Saul. ‗The Eternal Problem of Beauty‘s Return‘, Art Journal, vol. 62, no. 3, Autumn, 2003, p. 113 
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beauty, the first part of this thesis investigates the body beyond figure and appearance 
as a site of social complexities. The body performs and is performed.  
 
 Mirror 
I would like to make the concept of the ‗mirror‘ my methodological starting 
point and one of the key tools in this thesis. The mirror, utilised as a metaphor, implies 
many ideas that I investigate in my research. Initially, it involves looking, creating a 
double image and an equivalent reality. It also suggests searching for the other and for 
an alternative visual order. It is a trap catching the subject and transforming it. In this 
sense, it is an indispensable concept through which alterity is recognised. The mirror 
allows us to scrutinise the journey from the self to the other through the gaze and 
through looking back. The itinerary that I hope to follow departs from simple mirroring 
of histories to mirroring as metaphors broken at the threshold between the real and the 
imaginary. Finally, the mirror becomes a magnifying glass that allows us to finally ‗see‘ 
the other. 
Jorge Luis Borges wrote about the invasion of the ‗mirror people‘ who are 
imprisoned behind the mirror, condemned to reflect the image of the ones, who 
defeated them.
117
 They no longer reflect the conquerors but a distorted image. However, 
one day they will go through the mirror again and resume the war. The mirror image 
implies the idea of the double, a clone or even a prosthesis. I trace the concept of the 
mirror in the myth of Narcissus and Freud‘s ‗narcissism‘118. Lacan‘s ‗mirror stage‘ and 
Baudrillard‘s ‗swallowing the mirror‘ lead me through ideas of duplications and 
multiplications towards the returning from the other side of the mirror and the collapse 
of binary systems into Cixous‘s ‗merger type sexuality‘. The ‗double‘ directs my 
research from postmodern multiplicity to otherness. 
The mirror finally invites us to play with the presence and absence. It is a game 
between reality and fantasy, the self and the other. In this thesis, it enables the travelling 
of the body – back and forth – through to the other side, into the realm of ‗trans‘. 
 
 The classical  
                                                        
117 Borges, Jorge Luis. ‗Fauna of Mirrors‘, in Borges, Jorge Luis. The Book of Imaginary Beings. London: Vintage, 
2002, pp. 67-68 
118 Freud, Sigmund. ‗On Narcissism: an introduction‘, in Freud, Sigmund. The standard edition of the complete 
psychological work of Sigmund Freud, vol. 14, trans. James Strachey, London: The Hogarth Press, 1957, pp. 73-102 
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There are various contexts and distinctions between usages of the term 
‗classical‘, which I briefly explain below in order to clarify the usage of the terms 
throughout the thesis. 
The classical in this thesis is applied as a metaphor and hence acts as a meaning 
shifter. Since antiquity it has functioned as a contestable term, open to interpretation 
that kept changing over time. It became a trope that especially with reference to 
sculpture generates and transfers meanings. Sculpture has always been tied up with the 
figure and accordingly the body, which was subjected to various canons and cultural 
ideals. Since ancient Greece and Rome its model was based on symmetrical and 
harmonious proportions, what is often called ‗the classical‘.  
The word comes from the Latin classicus, meaning superior classes.
119
 It 
designates classical antiquity. Often, it overlaps with the expression ‗golden age‘, a 
period of great accomplishments. It originated in Greek and Roman poetry describing a 
past time, when humans lived in a time of peace, harmony and prosperity. Another 
usage establishes that the golden age is a time of the production of ‗classical‘ works. 
Dictionaries talk about its pertaining to Greek and Roman antiquity and systems 
modelled upon them.
120
 It is also related to what is believed to be standard, classic or 
authoritative and traditional and hence considered of primary significance in the past.
121
 
By ‗classical antiquity‘ or era, I refer to a historical period comprising 
civilisations centred on the Mediterranean Sea, of Ancient Greece and Rome (Greco-
Roman world). In general, this period is believed to begin in the eighth and seventh 
century BC and last until the decline of the Western Roman Empire in the fifth century. 
Often classical antiquity is associated with an idealised vision of the glorious Greco-
Roman past. Classical Greek culture, influencing the Roman Empire, flourished in the 
fifth and fourth centuries BC. There is a general consensus that it provided the 
foundation for Western civilisation. 
The term ‗Greco-Roman‘ describes those geographical regions, in general 
centred on the Mediterranean and Black Sea basins, that were culturally and historically 
influenced by the ancient Greeks and Romans. The word designates those Greek and 
Roman stylistic characteristics.
122
 
                                                        
119 ‗Classical‘, updated July 2010, http://dictionary.reference.com/browse/classical, consulted 15 August 2010 
120 ‗Classical‘, updated July 2010, http://dictionary.reference.com/browse/classical, consulted 15 August 2010 
121 ‗Classical‘, updated August 2010, http://www.merriam-webster.com/dictionary/classical, consulted 28 August 
2010 
122 ‗Greco-Roman‘, updated July 2010, http://dictionary.reference.com/browse/greco-roman, 15 August 2010 
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‗Classicism‘ typically stands for the classical antiquity and its set standards of 
taste. It is defined as ‗the principles or styles characteristic of the literature and art of 
ancient Greece and Rome; adherence to such principles‘.123 Kenneth Clark124 noted that 
it generates a canon of commonly accepted ideal forms, either in Western or Eastern 
culture. The concept was explored in the Henry Moore Institute‘s exhibition Antinous: 
the Face of the Antique (2006),
125
 being identified with the antique sculpture and 
concepts such as duplication, likeness or identification. Simon Goldhill investigates it in 
relation to the body and the ideal image associated with Greco-Roman canon.
126
 
Classicism denotes either art produced in antiquity or inspired by this tradition in 
classicising movements of Renaissance, Enlightenment or Modernism. Its 
characteristics include idealism, harmony and universality, associated with Greco-
Roman art. Sometimes ‗classic‘ is used to identify a phase in a development, for 
instance stylistic, which is in its fullest and most regular expression
127
. In the middle of 
the eighteenth century classicism and its equation with beauty was challenged by the 
introduction of the sublime. The distorted became more valued than clarity. Also, the 
distinction was made between Greek and Roman antiquity. Often the term is used 
interchangeably with neoclassicism. 
‗Neoclassicism‘ describes movements drawing on Western classical culture 
(usually Greco-Roman) in various periods of time. Its most influential adaptations of 
congruence of parts, harmony and proportion occurred in the Renaissance in Western 
Europe, and then in the eighteenth and nineteenth centuries. The term is described as 
either ‗the principles of the neoclassic style‘ or ‗any of various movements based on 
neoclassic principles‘.128 
Finally, there are terms such as ‗ancient‘, ‗antique‘, ‗antiquity‘ and ‗archaic‘, 
whose usage might also be confusing. ‗Ancient‘ and the connected expression ‗ancient 
world‘ often describes that, which is ‗of or in time long past, especially before the end 
of the Western Roman Empire in the fifth century‘129. In general it refers to what is 
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128 ‗Neoclassicism‘, updated July 2010, http://dictionary.reference.com/browse/neoclassicism, consulted 15 August 
2010 
129 ‗Ancient‘, updated July 2010, http://dictionary.reference.com/browse/ancient Benson, consulted 15 August 2010 
 34 
remote and very old. It comes from a Latin word anteanus, meaning something 
before.
130
 ‗Archaic‘ derives from a Greek arkhaikos, originally ‗ancient‘, ‗old-
fashioned‘. It is something ‗marked by the characteristics of an earlier period; 
antiquated‘ or ‗forming the earliest stage‘. When used with a capital letter it designates 
a style of Greek used before the fifth century BC.
131
 Finally, ‗antique‘, as an adjective, 
describes something not modern, from a long time ago or Greco-Roman.
132
 As a noun, 
it might also refer to the antique Greek and Roman cultures but also to objects created 
before, that now have some financial or historic value.
133
 The word comes from Latin 
antiquus, meaning ‗former‘ and, since 1771 ‗an old and collectible thing‘.134 The 
connected term, ‗antiquity‘, relates to the quality of being ancient, former ages or the 
period of history before the Middle Ages.
135
  
Throughout the thesis I use all the above terms. However, ‗classical‘ acquires 
the largest significance as a trope, which becomes my methodological tool. My aim is 
to challenge its association with the ideal of a proportionate, harmonious and 
symmetrical body, illustrating beauty and perfection and to utilise it as a trope and a 
meaning shifter. I do not differentiate between Greek and Roman models or myths, as 
this is not the purpose of this thesis. I employ the classical in terms of a general 
understanding and deconstruct it referring to a selection of myths and the Baudrillardian 
simulation. Its hybrid identity leads me towards para-classicism – classicism through 
the ‗looking-glass‘, mirrored as ‗other‘, where everything becomes possible, myths 
wander in between spaces, signifiers and times. 
The dialectic of the classical imposes the cult of perfection, associated with 
popular culture, investigated in the works of Quinn. Interestingly enough, currently, 
popular culture is obsessed with the body image – beautifying it, adjusting to common 
ideals, joining the gym and hence reviving the culture of Greek palestra. It goes beyond 
the perfect female body, as the focus on corporeality and appearance is prominent also 
among young men. This research focuses on the figure of ‗woman‘ through the 
dialectic of the myths of Venus and Medusa.
136
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The ambiguity of the classical, its contestation and controversy is advocated by 
the concept of para-classicism I propose in this thesis. Para-classicism is inscribed in 
the current Baudrillardian hyperreality, simulation, challenge, seduction and 
reversibility, ‗theatricalised politics‘, and in Bal‘s ‗historicizing‘ and 
‗preposterousness‘. Its seriousness is juxtaposed with ironising and fetishising the 
fragment. Here, the classical becomes transparent and able to play with conventions. It 
functions as Baudrillard‘s perfect crime, a game of appearances that allows otherness 
and ‗trans‘. In this thesis, para-classicism signifies an artificial perfection and a make-
up: both as trompe l’oeil and as trans-vestism. It utilises the socially and culturally 
pervasive and accepted trope to transform the ideal classical image into the ‗other‘. It 
re-ideologises and re-visions perfection and eroticism. As I will argue in the thesis, 
para-classicism is a tool for the constitution of the trans-body. 
 
 Myths 
This thesis describes a selection of myths from both Greek and Roman 
mythology. I portray Venus and Medusa, Eros, Narcissus, Icarus and Icaria, among 
others. Those past myths travelling to the present function as signifiers, shifting 
meanings and offering their new fresh appropriations. The mirror that is utilised as a 
methodological tool generates a channel through which they go beyond established 
contextualisation.  
While illustrating myths, I rely, through my reading of Baudrillard, on Freud‘s 
fetish. Fetishisation together with concepts of excess, theatricality, the sublime, ugliness 
and the Baudrillardian ‗after the orgy‘ liberate those aforementioned myths and 
motivate them in sexual politics. The cult of perfection and the focus on the external 
appearance allow the trans-body to emerge; deconstruct and challenge the gender 
binary.  
 
 The new desire 
The concept of seduction is, according to Baudrillard, important for feminism as 
it engages in discussion on ‗woman‘ as an object exchanged by man. ‗She‘ becomes a 
commodity to sacrifice and subordinate to the patriarchal order. Seduction offers the 
destruction of sexuality and the phallogocentric order. Its power is situated in the play 
with appearances. It liberates eroticisation and leads towards what I call the new desire, 
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which functions beyond gender binaries but also beyond androgyny. It draws upon 
Cixous‘s desire for everything, not Lacan‘s desire for the absent. It also employs the 
metaphor of the mirror that allows Eros - completeness, even if fragmentary. The 
‗other‘ spreads everywhere. 
Drawing on Baudrillard‘s account of seduction and a liberated desire,137 I 
examine the story of Venus and Eros and the new trans-sexuality or trans-vestism. This 
leads to the new desire, which merges beauty and the body, intertwines and polarises in 
an ungendered space that combines the feminine and the masculine in trans-body, 
beyond boundaries, in a universalised Eros. 
 
 „Para-„ 
This thesis is a story of a journey of myths through three areas: narratives, 
meanings and time – Lyotard‘s paratopisms, paralogisms and parachronisms. Lyotard‘s 
concept of ‗travelling‘138 has become one of key points in my methodology, allowing 
various overlaps and in-betweenness – in terms of beauty, gender, sexuality, desire, 
seduction and finally the body. Baudrillard‘s hyperreality offers a reversible cycle of 
challenge and seduction, where nothing is opposing anything as all the forces are 
fluid.
139
 Drawing on Mieke Bal‘s notion of ‗preposterous history‘140 and a new ‗hybrid 
identity‘141 I utilise Lyotard‘s ‗cyclical motif‘, which enables me to look back and forth, 
travel rhythmically rather than linearly, into an ‗Eternal Return‘ and a loop. The 
metaphor of travel also describes the journey within – the possibility of transformation 
of the self that might go through the mirror to search the other. The body, as a 
congregate of identities, becomes a space of or for metamorphosis and reversal. It turns 
into a changeable construct in a constant fluid state. It is both ec-static and in ecstasy of 
trans and all the possibilities it offers. 
The following chapters of the thesis will represent firstly, Lyotard‘s paratopisms 
– the relocation of spaces and places; secondly, paralogisms – the displacement of the 
logocentric possibility of meaning; and thirdly, parachronisms – anachronisms, the 
voyage across time. This will allow the crossing of boundaries of topos – here, 
aesthetics and narratives; logos – here, beauty and ugliness and chronos – in this 
                                                        
137 Baudrillard, Jean. Seduction. op. cit. 
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research, the ‗new desire‘. This division will constitute paradoxes and offer various 
possibilities for the concept of beauty. 
 
Synopsis 
This thesis is composed of four chapters further divided into subsequent 
sections. All chapters have an introduction and are concluded with final remarks, 
summarising key concepts and ideas raised in this doctoral research. Furthermore, each 
section of chapter two, three and four begins with an introduction and ends with a short 
summary.  
 
Chapter One of this thesis offers a general introduction and a theoretical 
framework for the discussion on beauty, the body and the postmodern framework 
adopted in this doctoral research. Firstly, I scrutinise three particular themes – 
paratopisms, paralogisms and parachronisms. This affords a discussion on acts of 
migrating in the current thinking about beauty and the body. Further, I discuss the 
concept of beauty, its origins, its appropriation in Western philosophical and cultural 
context and its brief twentieth century history. After investigations in this field, I move 
on to discuss the body in sculpture.  
 
Chapter two serves as a debate on the migration of aesthetics and narratives. In 
the course of the chapter, I argue that critical reading of texts on aesthetics 
misrepresents the discipline in the contemporised context, missing influential 
fundamental changes and turns in sexual politics and the social. This will reveal the 
beginning of an argument for bodily transformations based on gender, which I build 
upon in the subsequent chapters.  
The second section, through the examination of aesthetics‘ definition and the 
historical perspective, concerns itself with the objective understanding of the 
contemporary expansion of aesthetics beyond its traditional contexts and the 
introduction of ‗transaesthetics‘. I will briefly introduce key debates on aesthetics from 
antiquity, through modern discourses, theories from after the 1960s to ‗post-aesthetics‘ 
and ‗aesthetics beyond aesthetics‘. This will guide me towards my explorations of the 
notion of beauty, highlighted in part one, beyond classical aesthetics and its 
contextualisation in the body and the politics of sexuality.  
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The third section of this chapter focuses on the metaphor of travel and the 
concept of the ‗Eternal Return‘ it has generated. It lays the foundations for the 
investigation on postmodernism as ‗a temporal aporia‘ and a diffusion of meta-
narratives. I look at migration as an activity allowing us to go back and return/re-turn, 
which leads me towards Bal‘s concept of ‗preposterous history‘. My investigations in 
this field allow me to propose the idea of para-classicism. The act of travelling also 
implies the ability to transgress and go beyond, which will be applied further in the 
thesis in order to form a definition of the trans-body, emerging from the re-applied 
notion of beauty and a re-formed body.  
The fourth section of this chapter introduces the Baudrillardian idea of 
simulation and the possibility of creating replicas of the past. It implies concepts of the 
original and a copy, which leads me towards the discussion on the classical as a trope, 
which is, at present, re-applied, and which is heavily loaded with many associations and 
both prejudices and expectations.  
In the fifth section of the chapter I examine Bal‘s ‗quotation‘ as an activity 
allowing re-using and re-cycling of past forms, myths and ideas. Through the 
examination of adapting and re-locating of myths and ideas, I will move towards 
concepts of hybrids emerging from the juxtapositions between times, histories and 
tropes. This offers the opportunity to look from another perspective, and, at the same 
time, leads me to the discussion of the concept of the gaze and seeing. The ‗look‘, as 
implying visuality and a focus on form, will serve to introduce the figure of Venus as a 
male projection of the ideal ‗woman‘, creating myths of beauty. The collapse of 
narratives and the fear of ‗woman‘, which is also discussed in this chapter, allows 
otherness and difference, offering a possibility to look from another perspective.   
To this end, the principal aim of chapter two is to create a postmodern frame for 
this research and adopt a metaphor of a journey and a cycle that encapsulate the re-
appearance of beauty and the classical trope in contemporary sculpture. The discussed 
ideas of ‗transaesthetics‘, travelling, simulation and quotation, together with the politics 
of looking will be followed in the subsequent chapter with the investigations on 
otherness, wholeness and fragmentation, resulting in the formation of the trans-body 
and the new desire. 
 
Chapter three aims to discuss the journey from beauty to the incorporation of 
ugliness.  
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In the second section, I address the body as a malleable organism and a material 
subjected to transformations both concerning its form and its identity. Through the 
discussion of the body and its re-appearance in art and science as a corporeal being but 
also as a metaphor, I introduce concepts of fragmentation and a possibility to ‗shape‘ 
the body, from within and from the outside.   
The third section of this chapter rehabilitates the figure of Venus as an 
archetypal image of the female ideal, yet representing a disabled body. I make this 
move principally to investigate the concept of completeness with reference to classical 
ideals.  Through the examination of notions of ability and disability, impairment and the 
politics of the fragment, I look back again at Venus and introduce Medusa, as not 
necessarily an opposing representation but rather as a fulfilment allowing otherness.  
The fourth section investigates Medusa‘s myth, implying disability and 
incompleteness. I explore the incompleteness and figure‘s beauty through concepts such 
as the monstrous, the grotesque, the sublime, the ugly and the lack explored in three 
subsections. 
This leads me to the fifth section of this chapter, where I introduce Eros, 
embodying ideas of beauty and desire. It motivates a discussion on the external form 
and leads to a debate on representation and the female‘s image promoted by the male 
gaze. I explore the Kantian perfection, the ‗woman‘ as an ornament, then I move 
towards the idea of the prosthetic beauty and Marc Cousins‘s discourse on ugliness and 
Quasimodo. These arguments allow me to look at the inside/outside binary and 
introduce the concept of Susan Sontag‘s ‗Camp‘. The juxtaposition between Venus and 
Medusa and a debate on apparent antithesis between their features: 
wholeness/fragmentation, beauty/ugliness, abled/disabled navigates my discussion 
towards the next chapter, where I investigate further oppositions concerning gender and 
sexuality. 
A larger part of this chapter was presented in two papers at an AAH Summer 
Symposium 2009 at the University of Bristol and an AAH New Voices Postgraduate 
Student Conference at the University of York. 
 
Chapter four moves away slightly from focussing on the Venus and Medusa 
dialectic towards Eros and the metaphor of the mirror. This final chapter discusses the 
migration of, what I call, the ‗new desire‘.  
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Therefore, in section two, I begin my investigations with a discussion on 
approaches towards seduction in the postmodern discourse, starting with Baudrillard, 
and moving on towards desire and its liberation. Subsequently, I explore the external 
appearance and debate the classical trope both in neoclassical rendering and in its 
contemporary applications.  
The third section of this chapter investigates the myth of Eros as a sexless god, 
trapped between love, desire and beauty. Through the examination of myths of Icaria 
and Icarus, I proceed towards Cixous‘s, amongst others, discourses on ‗merger type 
sexuality‘ and bisexuality. This guides me to Eros, affording a blurring of gender binary 
oppositions in one body. I investigate its origins and appropriations in various theories. 
Then, by returning to the concept of the external and the appearance, I examine ideas of 
make-up and a costume as mechanisms allowing transformations of the body and the 
transcending of the corporeal directness and obviousness.  
The following fourth section of the chapter is a consequence of this 
androgynous perspective, leading to a discussion on trans-sexuality and trans-vestism. 
Theatricalised politics and examinations of the body in various ‗trans‘ perspectives 
guide me to the establishment of concepts of trans-beauty and the trans-body, which are 
the key focus of this chapter.  
The subsequent fifth section addresses the ‗trans‘ in the myth of Narcissus and 
the Baudrillardian idea of ‗swallowing the mirror‘. I look at narcissism in Freud‘s and 
Lacan‘s rendering, moving on to a debate on the ‗mirror stage‘, starting with Lacan and 
following it in feminist discourses, amongst others in Cixous‘s writings and her 
‗dematerpaternalization‘. 
This affords further investigations on the feminine confiscating narcissism, and 
the establishing in the last section of this chapter, of the concept of ‗post-narcissism‘. 
This section concludes with a look back at myths of Venus, Medusa and Eros, in 
confrontation with the mirror and Narcissus. Drawing on Baudrillard‘s and Cixous‘s 
account, I will explore how the myths dissolve into the new desire. 
A larger part of this chapter was presented at The Human Condition Series: 3rd 
Biennial International, Multidisciplinary Conference: EROS 2010 in Bracebridge, 
Canada. Another paper drawing on this chapter will be presented in September 2010 at 
an Interdisciplinary Workshop at the Allard Pierson Museum in Amsterdam. 
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Chapter 1 The postmodern framework, beauty and the body  
 
Introduction 
This chapter serves to present the concepts of paratopisms, paralogisms and 
parachronisms with reference to the notion of beauty and the body. It explores the 
fluidity of space, time and matter in postmodern discourse that embraces theories and 
works of art that I examine. Together with Lyotard‘s ‗anamnesis‘ and ‗anamorphosis‘142 
it will help me to introduce the diffusion of narratives and the concept of travelling 
beyond and across – topisms, logisms and chronisms.  
Igor Mitoraj‘s Paesaggio Ikaria (1997), fig.8, is one of the sculptures that 
embodies concepts of paratopisms – the spatial reversal, paralogisms – the various 
possibilities of meaning and parachronisms – the journey across time. The sculpture – 
more a relief or a collage of small sculptures – a collection of miniatures of Mitoraj‘s 
works, brings together Icarus and Icaria, Medusa, Eros and other fragments of the 
mythological past on a surface that evokes an excavation place. The displayed bodies 
are not clearly defined. They are in between maleness and femaleness. Caught in the 
classical trope, they are also contemporised by the appearing squares, technological 
elements and bondages wrapping some of the faces. In the top right corner, a Medusa‘s 
head emerges. She has her eyes wide open and she seems liberated from the whirl of 
snakes – there are just a few of them left. The Italian word ‗paesaggio‘ means 
‗landscape‘. Mitoraj created a landscape that represents a ‗neither/nor‘, opening its 
space for all possibilities and otherness. It allows ‗trans‘ – gender, sexuality, aesthetics, 
seduction and the ‗new desire‘. It allows Medusa to be beautiful and it enables us to 
stare directly at her. 
 
The postmodern framework 
 Historical time and a cycle 
While examining James Joyce‘s Ulysses,143 Lyotard refers to, what he calls, ‗its 
paralogisms - paratopisms, parachronisms.‘144 Ulysses is familiar – we know the story 
from Homer‘s Odyssey. Its form is classical, with a conclusion and thus a return. 
                                                        
142 Lyotard, Jean-François. Le Postmoderne expliqué aux enfants. quoted in Readings, Bill. Introducing Lyotard: Art 
and Politics.  London: Routledge, 1991, p. 138 
143 Joyce, James. Ulysses. (1922) London: Penguin Classics, 2000 
144 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
 
 
43 
Furthermore, Ulysses is also a return in itself. The ‗cyclical motif under the rule of its 
disordering and its inconsistency‘ is what best characterises, according to Lyotard, 
Joyce‘s writing and the dispersed language.145 It inscribes ‗an aesthetic or a 
counteraesthetic (an an-aesthetic) of the sublime.‘146 
Lyotard remarks that Ulysses is not a story of a return: ‗the hero has never 
left.‘147 Such is also the history of beauty that I examine in my research. Therefore, 
throughout the thesis I will talk about the ‗re-turn‘ of beauty rather than its literal ‗come 
back‘. I will discuss concepts such as quotation, simulation, looking and reaching to the 
past that enable us to construct the present ambiguous understanding of the notion of 
beauty. As in Ulysses,  
 
Each now evokes a once upon a time or another time; each here evokes a there. It is an 
intermediate state – half-awake, half asleep – which can be linked to the revery of a 
solitary walker. Everything that is perceived, well-known, too well-known, gives rise to 
an evocation, to an attentiveness, to a call from elsewhere.
148
 
 
Lyotard suggests that the Odyssey’s presence in Ulysses resides precisely in its 
absence. ‗Ulysses wanders around Ithaca, a place inhabited by its people but deserted – 
people with phantoms.‘149 Again, in this thesis I will be referring to the current position 
of beauty, which also concludes a certain cycle, looking backward, travelling elsewhere 
and everywhere, ‗according to a space that is not there and a time that is not present.‘ It 
wanders among tropes and phantoms – Venuses and Medusas, Eros and Narcissus. The 
linearity of time subverted into rhythm, called by Elizabeth Ermarth the ‗rhythmic 
time‘,150 offers a new subjectivity; Cortàzar‘s ‗I swing, therefore I am.‘151 Ermarth 
introduces postmodern temporality as a subversion and projection of historical time, an 
endless cycle and a collage. This new construction modifies history into a thematic 
formulation.  
 
 Spatio-temporal breakdown  
                                                        
145 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
146 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 197 
147 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
148 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
149 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
150 Ermarth, Elizabeth. ‗Sequel to history‘, in Jenkins, Keith. The Postmodern History Reader.  London: Routledge, 
1997, p. 58 
151 Quoted in: Jenkins, Keith. The Postmodern History Reader.  London: Routledge, 1997, p. 35 
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The displacement and the act of recalling are embedded in three records – 
paratopisms, paralogisms and parachronisms, after which I name the chapters of this 
thesis. Lyotard refers to ‗paratopia and to parachronia, to the spatio-temporal 
breakdown that afflicts the ghosts.‘152 After his account of Ulysses, I examine beauty 
and its shift toward ‗protohistory, without, for all that, returning.‘153  
Beauty, like the Greek hero, incarnates its role and fulfils its traditional 
embodiments. It completes the stereotypes associated with the notion of perfect external 
appearances. This hyper-clarity of the classical trope leads to over-exposure, 
transparency and a loss of meaning. It functions as though there existed only the 
foreground, the character. Seemingly, beauty does not age. It re-occurs as Odysseus
154
 – 
exactly the same as a few decades before.  It appears to be identical in form, but 
something seems to have changed underneath. It is modified. Beauty re-turns. However, 
it is neither recovered nor identical. It has explored its otherness in the mirror reflection, 
searching for the self. Again, after Lyotard, I suggest: 
 
Ulysses‘s [or beauty‘s] truth, for us, is not the same as it was at the moment of 
departure: the voyage is the truth. The truth is in the method, as Hegel said, and the 
method – the passage through mediations and changes – is in no way extrinsic to self-
knowledge: [...] it is self-knowledge.
155
 
 
As mentioned earlier, Lyotard attributes Ulysses to the counteraesthetic, which 
destroys the classical spatio-temporal framing strict rules defining genres. He remarks: 
 
It assaults the deeper cultural, ideological, and perhaps even ontological syntheses that 
fix the signifier (scriptural or pictural) into syntactic and semantic groups ranging from 
the local trope or figure to the broadest finalities on manners or writing or painting.
156
 
 
Below, I will briefly discuss how I intend to employ the concept of 
postmodernism, which requires not memorising but anamnesis, and how it will be 
reflected in the following pages. 
                                                        
152 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
153 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 194 
154 Athena needed to disguise Odysseus after twenty years of his wandering as he came back looking exactly the 
same as on the day when he left Ithaca. 
155 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 195 
156 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 198 
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 Postmodern anamnesis 
 
How can one be sure that what returns is precisely what had disappeared? Or that what 
returns not only appears, but is reappearing? Our first gesture would be to challenge 
reality. What is past is not here, what is here is present. We require a sign – some proof 
that we are not dreaming – in order to be convinced.157 
 
Bill Readings, in order to describe Lyotard‘s discourse, uses, in his glossary of 
terms, expressions such as: ‗blocking together‘, where inconsummerable elements are 
merged; ‗event‘ that destroys past referential frame; and ‗little narratives‘, which are 
fragmentary and discontinuous.
158
 The author also evokes concepts of ‗anamnesis‘ or 
‗immemorial‘,  
 
[…] that which can neither be remembered (represented to consciousness) nor forgotten 
(consigned to oblivion) It is that which returns, uncannily [...] The task of not forgetting 
[...] is the task of the avant-garde, which struggles to keep events from sinking into the 
oblivion of either representation (voice) or silence.
159
 
 
Lyotard‘s ‗anamnesis‘160 - non-forgetting - establishes a temporal alterity, 
referring to historicity, knowledge and sociology, reread and rewritten. ‗Anamnesis: the 
search for that which remains unthought although it already has been thought...‘161 It is 
embedded in the postmodern, that is according to Lyotard not a movement of repetition, 
but of ‗the order of ‗ana-‘, of analysis, of anamnesis, of anamorphosis, which works 
through an ‗initial forgetting‘.‘162 
Lyotard considers time figurally instead of in terms of traditional succession and 
historical progress. The figure can relate to the image, the trope or the form of 
narrative.
163
 The figural temporality of an event is close to Baudrillard‘s discourse on 
simulation.
164
 It establishes the existence of a hyperreal moment as a photographic 
                                                        
157 Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. Towards the Postmodern.  op. cit., p. 192 
158 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., pp. XXX-XXXIV 
159 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. XXXII 
160 Lyotard, Jean-François. Lessons on the Analytic of the Sublime (Kant's ‘Critique of Judgment’ sections 23-29).  
op. cit., p. 32 
161 Lyotard, Jean-François. Le Postmoderne expliqué aux enfants. op. cit., p. 137 
162 Lyotard, Jean-François. Le Postmoderne expliqué aux enfants. quoted in Readings, Bill. op. cit., p. 138 
163 For more on Lyotard‘s account on the figure, see: Lyotard, Jean-François, Harvey, Robert and Roberts, Mark S. 
Towards the Postmodern.  op. cit. 
164 I will discuss Baudrillard‘s account in chapter two. 
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snapshot – cliché - that is itself already a simulation. It is not something real or ideal but 
hyperreal, abolishing previous models. The difference between Baudrillard‘s simulation 
and Lyotard‘s postmodernism lies, according to Readings, in that the first presupposes 
an indifferent order of imitation. The latter is more like an ‗event‘, which – thanks to 
the figural method – destroys the succession in history165.  
Postmodernism, ‗a temporal aporia‘,166 constitutes a break when mediating time. 
It functions as an ‗event‘ substituting modernist stances on epistemology, politics and 
art. Postmodernism rewrites and rethinks culture. It does not fight against modernism as 
it is modernism – something before and after, in between; a figurality.167 Hal Foster also 
suggests it serves to open what has already been closed, to challenge the narratives and 
existent discourses; it is ‗a conflict of new and old modes – cultural and economic‘.168 
Postmodernism is not restricted to form. It returns to a variety of traditions, but 
deconstructs them critically, it questions and explores rather than exploits. 
Consequently, forms of arts are also deconstructed and stretch its forms and structures 
in order to become elastic. Rosalind Krauss calls this expansion of terms and inclusion 
of everything ‗vanguard aesthetics‘.169 In the case of sculpture, it invites all possible 
exclusions, and ‗neither/nor‘.170 
In other theorists‘ discourses, postmodernism is seen as a formal phenomenon, 
either represented by irony, parody, bricolage, polyphony or a postponement.
171
 Charles 
Jencks describes it as a hybrid, the age of pluralism, ‗double coding‘ and transition, 
where genres are mixed.
172
 Postmodernism embodies existence across time and 
cultures. It is ‗a denial of the flatness called ‗presentism‘‘.173  
Postmodernism has assumed many forms. It can be associated with all the ‗post‘ 
movements that have been developing since around the 1880s, for example, post-
                                                        
165 Again, Lyotard contends that postmodernism is not a succession to modernism or its negativity. It is an ‗event‘, 
not a moment. It is also not connected to form, as that would influence the ‗temporal aporia‘ and the problem of the 
unpresentable. 
166 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. 53 
167 Lyotard sees postmodernism as the figural other what differs from other theorists‘ discourses, looking at 
postmodernism as a sign of the current reality or a new route for thinking. Readings, Bill. Introducing Lyotard: Art 
and Politics.  op. cit., p. 54 
168 Foster, Hal. ‗Postmodernism: A Preface‘, in Foster, Hal. Postmodern Culture. London: Pluto, 1985, p. XI  
169 Krauss, Rosalind. ‗Sculpture in the Expanded Field‘, in Foster, Hal. Postmodern Culture. London: Pluto, 1985, p. 
31 
170 Krauss, Rosalind. ‗Sculpture in the Expanded Field‘, op. cit., p. 36 
171 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. 55 
172 Jencks, Charles. What is Post-Modernism?  London: Academy Editions, 1996, p. 14; For Jencks, postmodernism 
reflects that what came after modernity, its continuation and going beyond. I do not employ this perspective, even 
though it does not establish an anti-modernist attitude. It is worth remembering Jencks referred mainly to 
architecture. Lyotard‘s and Baudrillard‘s accounts are closer to my understanding of postmodernism as a hyperreality 
- fragmented entity. What Jencks calls ‗Late-Modernism‘ is closer to this understanding.  
173 Jencks, Charles. What is Post-Modernism?  op. cit., p. 12 
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industrialism in the 1920s, post-civilisation in the 1960s, post-materialism and post-
Marxism in the 1970s or postminimalism and post-feminism in the 1980s, just to name 
a few.
174
 I refer to postmodernism without a reference to a specific timeframe.
175
 
Postmodernism for me reflects the social change towards sexuality and gender issues, 
the re-appropriation of aesthetics and of the concept of beauty, the ‗new desire‘, junk, 
ornamentalism and form, the body, the ‗woman‘176 and other boundaries and taboos 
previously established. In conclusion, it functions as a kaleidoscope, allowing a sense of 
otherness and the carnivalesque. In Lyotard‘s account of the postmodern, it 
 
[…] would be that which, in the modern, puts forward the unpresentable in presentation 
itself [...] that which searches for new representations [...] Post modern would have to 
be understood according to the paradox of the future (post) anterior (modo).
177
 
 
Postmodernism locates events as simultaneous and heterogeneous in history, ‗a kind of 
temporal irony‘, as described by Readings.178  
 
 Postmodern anamorphosis 
Lyotard‘s discourse departs from Derrida‘s account that everything is a text. By 
allowing vision and the visible, a space for illusion and trompe l’oeil are opened up.179 
Lyotard introduces the concept of ‗anamorphosis‘,180 diffusing vision, offering 
transcendence of the symbol, a distorted projection that allows difference, inclusion of 
possibilities, anything, not only detachments and pluralism, where everything becomes 
gradually indifferent. What I see as trompe l’oeil, as I think this employs the inclusion 
of the classical trope and the form reflecting the concept of beauty, Lyotard examines as 
anamorphic, ‗in the different kinds of continuities, distortions and motivations produced 
                                                        
174 For Jencks‘ classification of the Post-Modern into three phases, see: 174 Jencks, Charles. What is Post-
Modernism?.  op. cit., pp. 14, 15 
175 I will explain this further below, when I discuss Lyotard‘s account. I assume postmodernism started in the 1960s 
with the era of simulation. 
176 For more information on ‗woman‘ as a prohibited representation, see: Owens, Craig. ‗The Discourse of Others: 
Feminists and Postmodernism‘, in Foster, Hal. Postmodern Culture. London: Pluto, 1985, pp. 57-82 
177 Lyotard, Jean-François. The Postmodern Condition: A Report on Knowledge. Minneapolis: University of 
Minnesota Press, 1984, p. 81 
178 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. 24 
179 In the consequent chapter I will discuss the complexities attached to the notion of the gaze and the act of looking. 
I will also refer to the myth of Narcissus, the concept of illusion and trompe l’oeil that I situate in a postmodern 
discourse as crucial while discussing beauty. For more on Lyotard‘s concept of visibility and the figure, see: 
Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., pp. 3 - 52 
180 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., pp. 25-28 
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by a point of view.‘181 His concept of the metaphor and the transgression of the code, 
also allows substitution rather than elimination, radical incommensurability, co-
presence of mixed meanings and metamorphosis.
182
 Postmodernism fights against the 
modern terror and the hurting nostalgia for completeness. After Lyotard, I would like to 
propose ‗Let us wage a war on totality; let us be witness to the unpresentable; let us 
activate the differences and save the honour of the name.‘183 
In Lyotard‘s account, postmodernism conjures up ‗the figural force of the event‘ 
in a historical time. As a consequence, culture dissolves and becomes ‗a patchwork of 
little narratives‘, discontinuous and fragmentary.184 Also, the relation of narratives to 
knowledge differentiates from classicism, where the referent exceeds the sender and the 
receiver; and from modernism, where the sender is privileged.
185
 In both cases, 
narration is ruled from the outside – metanarrative. In postmodernism, no instance of 
the narrative is superior. They all clash, displace one another, precede and follow. 
Narrative only appears to refer to the past, whereas in reality the act of narrative exists 
in a continuing present, authorising itself. Again, Lyotard refers to the ‗cyclical motif‘, 
a tautology, an endless repetition. 
 
 Postmodern parody and pastiche 
Postmodernism involves parody and pastiche, both of which I mention 
throughout my thesis as they involve the concept of imitation and the mimicry. The first 
mechanism mocks the original by creating an imitation of styles and their 
idiosyncrasies. In Frederic Jameson‘s account, parody causes ridicule of the excessive 
stylistic mannerisms it describes.
186
 Pastiche, on the other hand, even though similar to 
parody in imitating a particular style, is neutral. As Jameson says ‗pastiche is blank 
parody, parody that has lost its sense of humour.‘187 In postmodernism, stylistic 
innovation is impossible and therefore only imitation and masks are left. I presume that 
contemporary sculpture trifling with the classical might desire to play with the idea of 
achieving a complete aesthetic representation. It alludes to the past, plagiarises its plots, 
deriving from a repertoire of mechanisms, such as parody, pastiche, fetish or what 
                                                        
181 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. 27 
182 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., pp. 34, 35 
183 Lyotard, Jean-François. The Postmodern Condition: A Report on Knowledge. op.cit., p. 82 
184 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. 65 
185 For more, see: Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p.66, 67 
186 Jameson, Frederic. ‗Postmodernism and Consumer Society‘, in Foster, Hal. Postmodern Culture. London: Pluto, 
1985, p. 113 
187 Jameson, Frederic. ‗Postmodernism and Consumer Society‘, op. cit., p. 114 
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Stuart Sim calls the ‗incredulity plus irony‘.188 It only looks like a return to 
representation. In fact, it is a hyper-representation, a snapshot of images, a false realism 
and an avatar, located in a perpetual present. Stuart Sim suggests that the postmodern 
‗repackaging of the past‘ reveals a failure, trivialisation and superficiality.189 
This research relies extensively on the past – its myths, ideologies and tropes 
that are transformed to the present and re-appropriated as signifiers. Therefore, Bal‘s 
‗quotation‘, remembering and concepts of bricolage or collage are key for 
investigations on the trope of the classical, which infiltrates contemporary sculpture. 
They push ‗quotation‘ beyond the mainstream postmodern application. I rely on 
Hutcheon‘s concept of parody and irony, while discussing the re-adapting of past myths 
and signs. Both ideas are equipped with a power to renew and create hybrids with 
ideological consequences. Parody is in Hutcheon‘s account a double voiced, critical act 
of reassessment and a model of dealing with the past by giving it new and often ironic 
context; a challenge to the original meaning. It is a form of imitation by ironic 
inversion.
190
 The prefix ‗para‘ may refer to being counter or against, implying 
opposition and contrast. On the other hand, it also means ‗beside‘, suggesting intimacy 
beyond opposition. This second understanding, allowing both antiphrasis and 
evaluation of binary logic at the same time, serves me to coin the terms of para-
classicism and seduction in the new desire.  
Hutcheon‘s ‗parodic trans-contextualisation‘191 perpetuates a repetition with 
critical distance
192
. It reworks, incorporates and reassesses, playing with conventions.
193
 
According to Hutcheon, parody is ‗an integrated structural modelling process of 
revisioning, replaying, inverting, and ―trans-contextualising‖ previous works of art‘.194 
Other close genres - such as pastiche, burlesque, travesty, plagiarism, quotation, 
allusion and satire
195
 - only emphasise its power to reinterpret. Hence, parody is 
relevant in the context of this research, being similar to textual mirroring and mise-en-
abyme because of its auto-/self-referentiality.
196
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Beauty 
In this section I will introduce some of the key discussions on the notion of 
beauty in a Western philosophical and cultural context
197
 that interrogate the idea in 
various disciplines such as philosophy, psychology, sociology, politics and gender 
theories. I look at the origins of thinking about beauty and its historical perspective, 
from classical discourses, medieval and humanist theories, moving on to avant-garde 
and finally postmodern and beyond emerging ideas, in order to establish a theoretical 
base for the notion of beauty, to which I will refer throughout this thesis. This 
introduction of key concepts referring to earlier histories and connotations of beauty 
initialises the discussion of this thesis on how beauty exceeds prior definitions, 
incorporating notions such as gender, sex, myths and politics. Contextualising the 
notion in terms of the social, the political, gender, sexuality, wholeness and 
fragmentation, its versatile versions, as for instance regarding perfection, ugliness, 
sublime, perversion will be developed in consequent chapters of the thesis. 
Here, I will try to highlight the complexities, which arise when questioning 
beauty and summarise what has happened to the notion situated in the essentialist 
Platonic aesthetics and how it looks beyond and across aesthetics and philosophy.  
Beauty is incorporated into the realms of contemporary sculpture, borrowing its iconic 
embodiments, gender theories and versatile signifiers for the figure of Venus, 
associated with the concept. The classical antique form of the works of key sculptors 
for this research - Igor Mitoraj and Marc Quinn - will meet contemporary trans-vested 
kore and kouros in Jeff Koons‘s representations. The perfect Robert Graham‘s Venus 
will be juxtaposed with the figure serving tea as in Arman‘s sculptures, while 
fragmented Mitoraj‘s bodies will confront ‗impaired‘ Quinn‘s silhouettes. As Araeen 
Rasheed suggests: 
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If art is the expression of beauty […] then the meaning of this Beauty must be sought 
not in the old classics, not in foreign cultures, nor in metaphysics, but in the material 
reality of our existence as a people and our own cultural life today.
198
 
 
 Location of beauty 
Beauty has been traditionally located within aesthetics and has often been 
confused with the fundamental aesthetics principles. The identification of the two areas 
began in ancient thought when various philosophical doctrines did not set an apparent 
demarcation line between exploring a distinct sensation and a collection of feelings 
stimulated by art. Kantian critique referred to beauty; the modern thought situated it in 
aesthetics, which attributed beauty to an ornament, a form of aesthetics and prettiness. 
Beauty seemed to be identified with aesthetics. The only way out, according to James 
Kirwan
199
, is to either separate beauty intrinsically or treat it as a property of art. The 
second possibility makes it necessary to redefine the notion.  
Beauty is a very provocative notion. This research hopes to continue the 
dialogue about its nature, perception, appropriations and, most importantly, it 
juxtaposes the concept with ‗the classical‘. There are a number of conceptions 
regarding beauty. Some link it with proportions, some with pleasure; others with the 
Kantian notion of ‗disinterested pleasure‘. There are also researchers who investigate 
whether beauty might be located in the brain of the beholder.
200
 By examining brain 
imagining and human perceptions of beauty, they try to determine whether it is a purely 
subjective or perhaps an objective phenomenon. It appeared that there existed a certain 
ratio of proportions – based on the classical ‗Golden Ratio‘ - that pleases people 
aesthetically.
201
 
Those are just a few approaches portraying how important and disturbing the 
idea is. Even though beauty has survived many centuries and has constantly existed in 
Western European consciousness since antiquity, it still needs definitions and is open to 
a debate, even though, paradoxically, it is quite indefinable. The attitude towards the 
idea has been ambivalent since the Platonic triad of truth, goodness and beauty. It is one 
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of those invisible forces that attracts and provokes. Beauty is an iconic, though still 
indefinable, concept that evokes social, cultural, psychological, political and even 
biological responses. As Giulio Paolini confesses, ‗I am still searching for, or waiting 
for, beauty.‘202 
 
 The placebo effect of beauty 
The notion of beauty can be associated with power, but at the same time with 
frustration. It is a transitory quality, sometimes existing just for a moment. Felix 
Gonzalez-Torres addressed its challenges, the lack of one definition and its mysteries in 
a number of works. There is one I would like to recall – Untitled (Placebo) (1991), fig.5 
- a single sculpture, in many colours‘ versions - comprised of up to approximately forty 
thousand pieces of wrapped candies. They are arranged in a form of a carpet in various 
galleries and museums.  The carpet‘s colour varies – it might be for instance silver, blue 
or gold, usually referring to exquisite and precious materials that can also be associated 
with alchemy, myths, transitions and a sense of the beyond. The artist invited visitors to 
treat themselves to the candies. The slow disappearance of the sweets over the course of 
time dissolved the sculpture. Gonzales-Torres described the elusiveness of beauty and 
its connection to time in an interview with Robert Nickas: 
 
Beautiful things can be very deceiving. They make you feel good for a little while. It‘s 
a placebo because it‘s an artwork. It‘s a substitution for what? Yes, it was very 
beautiful...but only for five days.
203
 
 
I am interested in this placebo effect of beauty, its ability to catalyse and 
activate various significations. This research looks at the concept as both fluid - in a 
constant state of transformation, and as temperamental and difficult. Eleanor Heartney 
suggests: ‗Beauty is a contested category today because we both long for and fear its 
seductions.‘204  
 
 Beautocracy 
                                                        
202 Paolini, Giulio. ‗Identikit‘, Art Forum, vo. 30, no. 7, March, 1992, p. 74 
203 Nickas, Robert. ‗All the Time in the World‘, Flash Art, no. 24, November-December, 1991, p. 89 
204 Heartney, Eleanor. ‗Foreword: Cutting Two Ways with Beauty‘, in Brand Zeglin, Peg. Beauty Matters. 
Bloomington and Indianapolis: Indiana University Press, 2000, p. XV 
 
 
53 
Beauty is associated with classical proportions, symmetry and universal 
standards of perfect forms but also with the external look, the ornament and pure 
decoration. Eleanor Heartney in the foreword to Peg Zeglin Brand‘s book Beauty 
Matters coins the term ‗beautocracy‘, which describes the enormous interest of 
contemporary Western European and American culture in the concept.
205
 The notion is 
currently revitalised as a theme for the year 2010 in the Leverhulme Trust research 
programme
206
 and also in a number of publications, as in the collection of essays by 
Dave Beech entitled Beauty
207
. Beauty is very often traded for sublime or even ugly, 
such as in a series of articles by Marc Cousins
208
 entitled The Ugly. It would be easy to 
assume that the Platonic triad - of truth, goodness and beauty - could be contemporarily 
substituted - predominantly since postmodern plural ideologies - with ugliness, untruth 
and evil.  
 
 The context for beauty in this research  
In my research, however, beauty is not determined biologically, as in the 
previously mentioned experiments; nor genetically, as in the Darwinian approaches. I 
am not exploring beauty regarding either questions of morality or class and race, even 
though I am fully aware of studies linking it to those areas.
209
 Instead of identifying 
beauty with goodness and truth, very often implying political correctness,
210
 I instead 
refer to the trope of the classical in a broad understanding of the term that will be 
explained in the following chapters of the thesis. Beauty will also be located in gender 
terms, where the concept - intertwined with seduction - is theatricalised and functions as 
a form of make-up. All those contexts reflect ideas of wholeness and fragmentation, 
recognising them as one of the key influences in contemporary Western European 
figurative sculpture, with post-classical complexities and enhancing the dichotomy 
between Venus and Medusa, incorporating ugliness and the sublime, prettiness and 
glamour as versatile modes of sculptural expression. This research also explores the 
implications of beauty on the private and the social resulting in cultural and political 
associations. Dana Benson suggests that political art without beauty is nearing an 
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end.
211
 She remarks that the return to and incorporation of the concept of beauty 
resonates with the current cultural insight model, where art is a method towards 
exploring the knowledge of culture. Here, a new politically motivated beauty is born, 
where it no longer refers to values and only appreciating works of art but, more 
importantly, becomes a politicised voice. The question that should be asked no longer 
interrogates beauty per se but rather the reason for its return and what it is about now, 
when it still operates within figural sculpture, adapting the trope of the classical, white 
marble and perfect proportions. In Benson‘s account: 
 
The reasons for the current rekindling of interest in beauty are for the most part, 
it seems to me, superficial and external to art. It is really the aestheticization of 
the everyday world that is at the basis of this interest. One has to think that art 
has to keep up with this hyper-aestheticization or to compete with the easy 
palatability of the media.
212
 
 
Currently, some artists, such as Mitoraj or Quinn, incorporate the notion of 
beauty as a choice and an alternative, locating it in a specific cultural context. The 
concept no longer functions as an axiom but a possibility. The new definition ought to 
be appropriated into a particular spatio-temporal sphere, re-playing and re-adapting past 
versions of beauty. While there still exist attempts to universalise beauty or to explore 
the universal standards of what is pleasing, I am not going to focus on the physical 
norms of the idea. After Neal David Benezra and Olga Viso, curators of the exhibition 
Regarding Beauty: A View of the Late Twentieth Century in Hirshhorn Museum and 
Sculpture Garden in Washington (1999), this research approaches beauty as a certain 
tradition – in the past reflecting eternal ideals, truths and values – currently re-applied 
with its numerous potentialities and complexities.
213
  
One of Mitoraj‘s sculptures entitled Grande Porta (2001), fig.6, represents a 
fragment of the classical male torso. Cast in bronze, proportionate, beautiful – it evokes 
Greek and Roman statues and Plato‘s dialogues on beauty. Notwithstanding all the 
similarities, this work is not from the ancient world or neoclassical. The male body is 
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fragmented, its surface punched in square holes, bound in bandages and ambiguous – as 
from under the masculine skin, a female body emerges. Still, the sex remains as though 
undefined. It is blurred, in-between and merged. On the torso‘s surface, there appear 
various elements: a door knocker; stitches; a block of wood?; steel?; marble? The title 
says: great, large or broad door, gate or port of entry. I might say this sculpture 
embodies themes and tropes that I explore in this thesis. It serves as a gateway towards 
the contemporary connotations for the notion of beauty - the classical, gender 
ambiguity, seduction, threshold between the past and the present, wholeness and 
fragmentation.   
This project focuses on how the contemporary sculpture - mainly works of Igor 
Mitoraj and Marc Quinn – re-appropriates and mirrors past myths through the re-use of 
the classical. The trope embodying ancient Greek and Roman principles might refer to 
postmodern irony, camp or kitsch. Nonetheless, it can also go beyond parody, 
questioning classical ideals, either as an already exhausted formula or as an attempt to 
seek wholeness, even in fragmentation. Quinn‘s sculptures of celebrities, for instance 
his portrayal of Kate Moss, illustrate pop culture and its ‗pagan‘ beauties. They also 
fuse gender, identity, repulsiveness, divinity and androgyny. Beauty is returning or re-
turning as a mode of speaking about social change. 
Beauty is confusing, preoccupied with its power and the pleasure it causes. It is 
complex, even controversial as it does not relate only to simple prettiness, but it 
inscribes into the postmodern or beyond. Benzera and Viso remark: 
 
Notions of absolute beauty are in a current state of collapse as beauty has come 
to reflect and personify the social and cultural issues of the day. The desire to be 
multiculturally diverse, to reflect the attractiveness of sexual power while also 
revealing intellect and experience, and to accommodate the body-morphing 
potential of cosmetic surgery, biotechnology and prostheses have given way to 
the alternative forms of beauty that have taken centre stage in 1990s.
214
 
 
 Significance of beauty 
In the preface to the catalogue exhibition Regarding Beauty: A View of the Late 
Twentieth Century Neal David Benezra and Olga M. Viso ask what significance the 
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tradition of beauty has for the new centuries.
215
 Approaching the concept after the 
modern aesthetic amnesty, the ‗destroying‘ of the idea and art‘s experience with 
formlessness may seem pointless and frivolous. The divorce between aesthetic value 
and meaning, the disappearance of form and annihilation of the body also do not 
implicate the necessary location of beauty within a work of art. However, the notion 
faces new challenges that refer to situating it not in traditional aesthetics, but, on the 
contrary, in a cultural context - as a construct that is inherent in contemporary 
statements towards the body, gender and sex. The misadventures of beauty of the earlier 
periods caused the allergic reaction of modernism and the fracture between art and 
beauty that implicated the present attitude of adapting beauty as a nonchalant choice 
rather than as a way of expression. As Eleanor Heartney suggests, ‗Beauty can be a 
double-edged sword – as capable of destabilizing rigid conventions and restrictive 
behavioural models as it is of reinforcing them.‘216 
Beauty is revitalised, renewed and expanded over the classical tradition and 
meaning. Yet, as a snapshot of its present trajectories, its aspects and issues are touched 
upon in various ways by different authors. There is no instant answer, rather a map of a 
journey and of re-discovery. The notion needs to be re-contextualised and its proprieties 
questioned, as its re-emergence after the modernist banishment seems suspicious and 
even dangerous. The current discussions on beauty, for instance the collection of essays 
edited by Bill Beckley and David Shapiro entitled Uncontrollable Beauty
217
, very often 
ignore its history. They focus on the nineteenth century theories and seek the origins for 
the contemporary discourses there. It is perhaps easier to discover beauty anew 
assuming that it has no previous context. However, without referring to earlier histories 
and connotations
218
, it is impossible to show how beauty exceeds its prior definitions, 
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how it expands and confuses, challenging at the same time such diverse areas as gender, 
sex, myths and politics.  
 
 Twentieth century beauty 
The twentieth century confronted the beauty myth and rejected it. From 
modernism beauty was assaulted and equated with abuse and collapse, 
inappropriateness and trivialising ideas. Modernists, e.g. Roger Fry, abandoned 
beautifulness and created a new standard of tough, revolutionary, depraved and 
perverted beauty. The amnesia for beauty was often considered as an escape from the 
concentration on form. The notion was bound to truth, as in ancient philosophy, and no 
longer applied to art. It was replaced by ugliness, distortion, subversiveness and 
destructiveness, investigated by Danto and Kirwan.
219
 Beauty was avoided as an idea in 
various contexts.  In the mid twentieth century Ludwig Wittgenstein proposed the 
abandonment of defining art and beauty.
220
 Since then, with just a few exceptions, as 
for instance in Mary Mothersill Beauty Restored from 1984 reviving the theory of taste, 
beauty was forgotten.
221
  
After the First World War the notion of beauty was applied as an irony, a 
political manipulation or an escape from reality. The standards of beauty were clearly 
defined. In the 1930s Max Factor produced a Beauty Calibrator that was intended to 
calculate the structure of a perfect face. The general drive towards the ideal look 
contributed to the development of plastic surgery. Classical standards of beauty – 
pertaining to Greek and Roman antiquity - returned also in art, its subjects and forms - 
as for instance represented in the revival of Classicism and the figure in sculpture.
222
 
Neal Benezra contends: 
 
Classicism provided an extended reprieve from the scourage of the war and the 
psychological trauma of its aftermath. [For some artists it] offered just one aesthetic 
option among many. [...] In the hands of many other artists of the 1920s, Classicism 
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yielded only academic pastiche. Much more troubling was the appropriation of the 
Classical tradition in the service of fascism.
223
 
 
Classicism served as a direct response to the departure from aesthetics, an 
escape from the post-war reality, but also as a tool to support the political mission and 
to promote the cultural and aesthetic ideals of the German National Socialists.
224
 The 
politicisation of cultural values was embodied in art – its form and content – which, 
following Winckelmann‘s theories from the eighteenth century – could serve to 
establish the paradigm of an eternal beauty, which would reflect timeless values beyond 
fashion. 
After the Second World War the notion was appropriated rather as a tool for 
power and politics or as a nostalgic myth characterising Western European civilisation 
and aesthetics. The concepts of beauty, and the subsequent considerations of the notion 
of taste, have separated beauty into two predicaments: the first relating to a timeless, 
autonomous and spiritual idea; and the second embracing temporality, desire and 
pleasure incited by beauty.  
In my considerations on beauty I would like to concentrate on the postmodern 
approaches towards the notion. The Second World War ended the utopia of the 
European moral leadership. The era of the ‗post‘ began. The post-colonial, post-
modern, post-war, post-human, post-historical and post-philosophical, just to mention a 
few descriptions of the time since the 1960s, broke the previous historicising 
epistemology. The mathematical and scientific measures of modernism, the absolutes, 
so cherished before, all appeared to be unbearable and dubious. Arthur Danto remarks: 
 
From the eighteenth century to early in the twentieth century, it was the 
presumption that art should possess beauty. This was so much the case that 
beauty would have been among the first things people would think of in 
connection with – well- les beaux-arts.225 
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Postmodern ideas of the beautiful were defined by Lyotard
226
 as sublime, 
excessive and far from perfection and the ideal. The fragmentary nature of 
postmodernism resulted in the search for new representations of the phenomenon and 
caused a paradoxical return of a new beauty – dissected, superficially perfect and 
symmetrical with a strong political dimension, far from the formalist‘s conceptions of 
aesthetics. Beauty became optional. It transformed itself into a post-classical montage, 
assemblage of tropes and contexts. This ‗bricolage beauty‘ simulates, copies and 
replicates. It is defined culturally and politically. The incorporated historical references 
are illusive.
227
 The classical ideals of the Truth and the Mind are only a mask; beauty 
reiterates itself, abandons the past, only quoting it when needed.  
In a Western context, beauty has been associated with the feminine ideal. 
Paradoxically, the gendering of beauty cannot be linked to Classical Greece. Form, 
content or the use of materials can be referred to ancient Greco-Roman traditions. 
However, even though as far back as Plato‘s discourses, beauty was discussed with 
relation to gender and sex, it did not reflect the fabricated myth of ‗woman‘ by men. 
Olga Viso suggests that in the Classical period the cult of beauty embodied both sexes, 
often elevating androgyny to articulate what was considered beautiful. Later, the female 
as the epitome of beauty dominated Western culture. Since the 1960s feminist theorists, 
as Viso remarks:  
 
[…] asserted the feminine notion of beauty as expressly political. Seeking to reverse the 
―male gaze‖ and lift the constraints brought on by the male objectification of woman as 
sexual objects, the feminist movement declared the female body a ―battleground‖.228 
 
Beauty and its connotations became a strongly loaded cultural and political 
weapon. It addressed the commodification and aestheticisation of the body – 
predominantly the female one. It demystified not only physical corporeality, but 
prejudices, repressions, power structures and male dominance.
229
 Besides dethroning 
the control and suppression of the female, beauty also evokes issues regarding women‘s 
quest for perfect appearance. 
                                                        
226 Lyotard, Jean-François. Lessons on the Analytic of the Sublime (Kant's ‘Critique of Judgment’ sections 23-29).  
Stanford: Stanford University Press, 1994  
227 Concepts of spatio-chronological travelling and postmodern ‗cyclical‘ tropes will be discussed in chapters two 
and three. 
228 Benezra, Neal David, Viso, Olga M. and Danto, Arthur C. Regarding Beauty: A View of the Late Twentieth 
Century, op. cit., p. 101 
229 I will return to the subject of the ‗male gaze‘ in section five of chapter two. 
 
 
60 
The new beauty is like Mitoraj‘s Medusa - fragmented, not excessive, not too 
much, reformed after the mirror gaze, ‗merged sexually‘, as Hélène Cixous suggests, 
while looking at Medusa‘s myth. It is a ‗cut and paste beauty‘, appropriated to the 
contemporary context. Is there anything below the surface? Below the cut limbs and 
missing parts – is there a core or an emptiness? Is beauty a form of tyranny or is it 
utterly exhausted and in need of abandonment? Suzanne Perling Hudson remarks: 
‗Beauty is […] a kind of Trojan horse, capable of smuggling disruptive ideas and 
concerns into otherwise disinterested institutional spaces.‘230 
Recently beauty has become popular, perhaps even fashionable, with numerous 
texts and exhibitions tracing again the origins of the concept. According to Kathleen M. 
Higgins the entropy of beauty in late twentieth century artistic theory was, inter alia, 
caused by the fine line between beauty and kitsch.
231
 Other categories – glamour and 
flawlessness – should rather be associated with kitsch and, as Higgins claims, are often 
confused with beauty. I argue that glamour and perfection are used by some sculptors 
together with the appropriation of the Classical Greco-Roman form in order to draw 
attention and also to play with the notion of beauty, to seduce and to create an 
attractive, but also illusive, make-up.
232
  
With the beginning of the 1990s something has changed. Dave Hickey 
announced that ‗The issue of the nineties will be beauty‘233 in a response to the debate 
during a panel discussion on ‗what‘s happening now‘. He suggested: 
 
I insisted that beauty was not a thing – ‗the beautiful‘ was a thing. In images, I 
intoned, beauty was an agency that caused visual pleasure in the beholder. [...] 
If images don‘t do anything in this culture [...] if they haven‘t done anything, 
then why are we sitting here in the twilight of the twentieth century talking 
about them? And if they only do things after we have talked about them, then 
they aren‘t doing them, we are. [...] the efficacy of the images must be the cause 
of the criticism, and not its consequence. [...] this is why I direct your attention 
to the language of visual affect – to the rhetoric of how things look – to the 
iconography of desire – in a word, to beauty!234 
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In 1995 Klauss Kertess, curator of the Whitney Biennial declared that beauty 
would be a theme for the nineties.‘235 Peter Schjeldahl in 1996 in New York Times 
Magazine said that ‗Beauty is back‘.236 In 2000 the exhibition Regarding Beauty: A 
View of the Late Twentieth Century, organised at the Hirshhorn Museum and Sculpture 
Garden in Washington combining different views on beauty in the last four decades of 
the twentieth century, made the topic appear again. The above examples are just a few 
that suggest a comeback of an icon. More exhibitions, publications and conferences 
have approached the notion, often relating it to ugliness or the sublime. Among 
theorists reintroducing beauty there are, among others, Elizabeth Prettejohn, presenting 
various approaches towards beauty arising from the eighteenth century till now, Hal 
Foster, Dave Beech or Wendy Steiner, placing it in the context of the body and 
androgyny.  
Peg Zeglin Brand, in 2000, claimed that ‗Beauty is back in fashion.‘237 Hickey‘s 
statement that beauty would dominate the new decade found a reply in Danto‘s book 
The Abuse of Beauty. The author claims that it was an error of aestheticians to explore 
art only as a construct founded on beauty. The disjoining of the two spheres began with 
Duchamp‘s anaesthetic ready-mades. Danto examines the abjuration and abandonment 
of beauty by the avant-garde, the refusal to make objects that were beautiful in order to 
seduce viewers. According to Danto that attitude explored the nature of beauty, and 
thus helped to exclude it from the concept of art as an essential component defining its 
nature.  
 
Beauty could be present or not, and something still be art. The concept of art 
may require the presence of one or another from a range of features, which 
includes beauty, but includes a great many others as well, such as sublimity
238
. 
 
Danto examines the psychology of everyday aesthetics, ordinary objects with 
artistic pretensions and the notion of beauty. According to him, interestingly, the 
twentieth century escaped from the idea, commercialising it or simply making it 
disappear.  ‗ ―Beautiful!‖ itself became just an expression of generalized 
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236 Brand Zeglin, Peg. ‗Introduction: How Beauty Matters‘, op. cit., p. 6 
237 Brand Zeglin, Peg. ‗Introduction: How Beauty Matters‘, op. cit., p.6 
238 Danto, Arthur C. The Abuse of Beauty. op. cit., p. XXV 
 
 
62 
approbation‘.239 Beauty was not connected to form, aesthetics or philosophy, but 
admiration, ‗Wow!‘240; its cognitive meaning was overshadowed by an emotive 
element.  Kirwan asks to what extent the notion exists if it is more often equated with 
the Kantian definition than the phenomenon itself.
241
 
As I mentioned before, in the early 1990s beauty was considered provocatively 
by Dave Hickey as ‗the defining problem of the decade‘242 that consequently led to the 
pursuit of the idea rather than beauty itself. Danto raises the question whether it is a 
turning point regarding the notion of beauty or even in the social function of art or 
rather a compatibility of different meanings. He remarks: 
 
Beauty is but one of an immense range of aesthetic qualities, and philosophical 
aesthetics has been paralyzed by focusing as narrowly on beauty as it has. But 
beauty is the only one of the aesthetic qualities that is also a value, like truth and 
goodness. It is not simply among the values we live by, but one of the values 
that defines what a fully human life means.
243
 
 
Danto calls the present attitude towards the notion the ‗dethronement of 
beauty‘.244 According to him the place of art in contemporary reality is particular. In a 
sense it replaces religion and the need for the supernatural, inheriting and ironising 
views of beauty. The position of beauty has also changed. It is not related to definition 
or the essence of art anymore, it is even very rarely present in art today. Moreover, it 
does not have to be present to appreciate it. Nonetheless, beauty is connected very 
closely to humanism and the need for happiness
245
 so still, even abandoned, it exists and 
needs to be considered. 
Some theorists, like Alex Seago
246
, explore the notion of beauty, considering 
whether its reappearance and reshaping forms a new aesthetics or it is merely a 
recycling of modernist traditions filtered through postmodernism. Bill Beckley and 
David Shapiro place beauty within aesthetic pluralism. They try to face its different 
components and approaches towards the idea in a collection of essays published in 
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1998.
247
 Robert C. Morgan regards beauty as the syntactical sign,
248
 treating it not as an 
absolute but a relative that is contingent aesthetically. Morgan also criticises the 
poststructuralist detachment from form related to loosening the meaning of signs. The 
lack of the referent liberates the body from the restrictions of gravity and form and 
gives it the possibility to create wholeness. The independence of signs propagated by 
poststructuralists is contingent as some of them can operate without reference to 
syntactical structure. Beauty, however, cannot exist as a firm and immobile sign as the 
concept is open and functions syntactically without any predeterminants. To allow 
beauty to cross the limits of being merely a surrogate, as other signs not related to the 
context are, it is necessary to redefine the meaning of a sign relating it to the formal and 
the conceptual. Then, beauty can function as a ‗condition of syntax‘, giving the form 
articulation and meaning in the temporal and spatial sphere. Danto remarks: 
 
If there is a place for beauty in art today, it is connected with these survivals [...] 
Beauty‘s place is not in the definition or, to use the somewhat discredited 
idiom, the essence of art, from which the avant-garde has rightly removed it. 
[...] And it is the residue of aesthetic politics that lingers on in the negativity we 
find in attitudes toward beauty in art today.
249
 
 
Contemporarily, beauty goes beyond being an intrinsic quality of art. It is 
liberated from moral bonds, linking it to truth and goodness, and also from the 
Edwardian axiom that good art is always beautiful. The concept is also freed from any 
mimetic connotations and aesthetics albeit since the eighteenth century it being 
narrowly identified with aesthetic imperatives, overshadowing other qualities. The only 
difference between beauty and these other properties is the connection to value. It is 
also liberating that beauty is partly withdrawn from the Kantian aesthetics, according to 
which beauty is free when it does not presuppose the concept of the object. What I wish 
to highlight is the fact that the removal of beauty from the concept of art enabled artists 
to choose it as an option, a quality or feature, by which it is still possible to talk about 
some events or present some ideas. Even if it means disregarding or injuring beauty or 
just accommodating it, it is still a choice. Wolfgang Welsch compares the present 
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attitude towards art to an ‗aleatoric view of evolution‘,250 a composition that re-plays a 
tape of the past over and over again so that a new indeterminate version emerges. 
Contemporarily, also various versions of aesthetics and beauty are re-played creating a 
matrix of a re-accommodated framework. Welsch claims that: 
 
In short, what we have is a perversion of the aleatoric type of art, its re-
adaptation to the old schema. I can hardly think of a greater disproportion, a 
greater betrayal, one that is committed today in the name of the new idol of the 
marketplace called beauty. This is an extreme example of the dire consequences 
of thoughtless adherence to the perspective of beauty. Evidently, though, most 
people today are so drunk with beauty that instead of recognizing such a scandal 
for what it is, they applaud it.
251
 
 
Beauty also re-appears as an aesthetic refinement in the sense that its indefinable 
place within contemporary society causes a certain subversive attitude, and treating it as 
termed by Schjeldahl, ‗a transitory quality‘,252 instantaneous, like a placebo that makes 
us feel good for a moment. It is a concept that provides a lot of challenges and 
mysteries to be embraced and activated in various layers of contemporary culture. It 
functions as a catalyst that is just one of many ways through which artists can engage in 
the discussion on humanity. It is not important if the notion is situated in the object, 
mind or spirit, as in the late twentieth and beginning of the twenty-first century beauty 
has taken on many shapes. It is still a very powerful and viable agent, always evolving 
and embracing strong meanings. It can be contradictory, exquisite, and temperamental 
but it is no longer just a quality of form or intellectual puzzle. It is rather regarded, as 
Schjeldahl calls it, ‗a crowning satisfaction‘ embracing and challenging contemporary 
issues. As Benzera and Viso remark: ‗There is something crazy about a culture in which 
the value of beauty becomes controversial.‘253 
 
The body in sculpture 
 Context for this research 
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Bodily stylisations are specified culturally and historically. I am situating my 
research in the Western European context, questioning the body and the notion of 
identity after the Cartesian split.
254
 This is exemplified by a chosen group of Igor 
Mitoraj‘s and Marc Quinn‘s sculptures, complemented by other works from the 1980s 
onwards that refer to particular described issues. Consequently, the overarching theme 
of beauty, also pertaining to the sex/gender paradigm, will be established between 
visible objects - forms and subjects – identities. From this perspective I seek to 
interrogate the body as an embodiment or a vessel re-qualified in the context of 
contemporary Western European society. It will be addressed with reference to specific 
sculptures encapsulating and effacing social and political implications. As Mariam 
Fraser and Monica Greco remark: 
 
Rather than identifying the differences between what is human and non-human, living 
and non-living, we might more productively look towards and analyze the differences – 
spatial, temporal and topological – within particular corporealisations.255 
 
This research presents a variety of forms and types inherent in contemporary 
Western European sculpture adhering to representations of human form embedded in 
the classical trope. It refers to myths of Venus and Medusa, Icarus and Icaria and also 
Narcissus. They all encapsulate the idea of the body – beautified, seducing, 
androgynous; trapped between wholeness and fragmentation; wrapped in the classical, 
migrating between versatile versions of beauty and beyond. This project considers Igor 
Mitoraj‘s and Marc Quinn‘s sculptures with reference to notions of beauty, the 
classical, metaphysics and other sculptors‘ works focusing on the human figure. It also 
situates them relating to the body, not only understood in ancient Greek and Roman 
investigations relating it to form, certain proportions and canons but, more 
contemporarily, locating it in gender and social terms. 
Vivien Knight remarks that the body is re-evaluated again as a direct source,
256
 
not only the skin or the outside. This research explores the body - differentiated from 
the nude - in contemporary sculpture with reference to its visible, material corporeality 
with ‗skin‘ or ‗form‘ as a limit but also above those tactile signs, as identity – social, 
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gender, cultural, historical or political. It is located with reference to androgynous 
aesthetics and the binary between the feminine and masculine.
257
  
 
 Focus on the human figure 
The myth of Pygmalion - the ancient sculptor who made such a beautiful and 
realistic figure named Galatea, sleeping love, who he fell in love with and who was 
later brought to life by Venus – refers to the sculptured body and its three dimensional 
properties. The body, human figure or a monument – standing, reclining, sitting, 
suspended – they all refer to human life and concerns by multiplying, mirroring or 
transforming the image according to rules of consequent styles and epochs. There also 
exist sculptures‘ versatile themes or representation groups such as portraits, historical, 
allegorical, sacral, funeral, mythological or ludic, just to name some of them. The 
human figure is the most universal and relates to all those models.  
The law of adequate bodily proportions, called the Canon, was established by 
Polykleitos in the Greek High Classical period and exemplified by the statue of 
Doryphoros.
258
  The properties of proportion, rhythm and symmetry were meant to be 
in equilibrium and in proper relation to each other in order to perfectly represent the 
figure. The process of mimicking the human body, the ability to create illusions and 
accuracy, has always been a central issue in the history of sculpture. The hyper-real, 
very often beautified or idealised bodies, resulted in the emergence of perfect figures, 
but also dolls, robots, anatomical models, waxworks and other hybrids mimicking the 
body. As sculpture‘s primal concern has always focused on the human body, finally it 
also pertained to other connected notions such as gender, social relations, class or 
religion, inscribed previously in humanity, but rarely investigated in marble or bronze 
bodily dimensions.  
 
 The human body in various contexts 
The response to the body has changed since antiquity: it has been symbolic, 
naturalistic, religious, pursuing perfection, based on sexuality, using the classical trope 
or anatomical accuracy. It has also engaged various materials, has been monochrome or 
has used colour as a mode of expression. The human body has been explored in 
different ways and has also provoked varied responses. The growth in the vast range 
                                                        
257 These ideas will be developed in chapter three. 
258 Flynn, Tom. The Body in Sculpture. London: Weidenfeld & Nicolson, 1998, p. 36 
 
 
67 
and in the number of publications, conferences, symposia and exhibitions focusing on 
the body address a renewed attention to the topic.
259
 It is currently scrutinised in 
sociology, feminism, art - contextualising the body culturally and politically. New 
disciplines emerge, as for instance the ‗sociology of the body‘;260 other perspectives are 
built as in science and technology, but also psychology, sexual identity and 
interpersonal interactions. The body has become a tool for interrogating the changing 
structures of various ideologies and attitudes towards corporeality. All those 
interventions refer to the body as a site of contemporary theoretical and emotional 
change where the limits and scope of current scientific approaches need to be extended 
and rethought. Questions of the human body in social sciences were crystallised by its 
concerns – medical, legal and ethical – and also philosophical and phenomenological 
discourses investigating the relations between the objective, instrumentalised body and 
the living, subjective one. Bryan Turner coined the term of ‗somatic society‘,261 where 
the body becomes the main site of cultural and political activity: ‗a society within which 
our major political and moral problems are expressed through the conduit of the human 
body‘.262 
Very often the discourses refer to postmodern, postcolonial and poststructuralist 
theories where the body is regarded with reference to subjectivity and a number of other 
contexts. Its critique engages the social, cultural, political, the gender aspects, but also 
the visible – the skin, surface, muscles and the sexual. The body advocates the 
biological and the cultural, exterior and interior, the latter being still too much 
immersed in the eighteenth century rigid and limited conventions.  
The mind and the body were addressed as a unity until the Cartesian split. Since 
then, accounts regarding the body have pertained to the complex dualism inscribed in 
corporeality. Hence, the body can function as a material organism – as head, limbs, or 
as a metaphor – as an aggregate of personalities and corporations. Since the feminist 
distinction between sex and gender,
263
 it also reflected socially constructed 
characteristics typical for both sexes and their transgression. 
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  Animate and inanimate bodies, for example, anatomical models or wax works, 
have been created since antiquity.
264
 However, not until the twentieth century, were 
they liberated from the constraints of realism.  From the 1960s a new commodity of 
animation, connected to performance art, transformed the body into living sculptures. 
The sense of ‗otherness‘ and the boundary of the movement and flux have been pushed 
further, not to say annihilated. The articulation of the ‗unknown‘ is still being explored 
by sculptors in the context of social, political and sexual references.
265
 Tom Flynn 
remarks: 
 
Today, no less than in any other stage in its historical evolution, the body emerges in a 
multiplicity of adorned, elevated, and degraded forms to challenge taboos and subvert 
structures of power.
266
 
 
This research concentrates on the sculptured body, even though I am fully aware 
that living bodies, for example, those presented in performances or virtual creations in 
cybernetic spaces, also address the changing status of the body and its socio-political 
and cultural implications
267
. 
 
Since the nineteenth century revival of public sculpture and statuemania, the 
Nazis‘ later production of monuments of great men or the increase in figurative 
sculptures honouring ordinary people,
268
 the body has remained a provocative concept 
both in theoretical debates and artistic explorations. From a purely biological object, it 
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mutated towards functioning as a medium of expressing identity, interrogating social, 
political or sexual orthodoxies and pushing their boundaries. More importantly, after 
the Cartesian split, the body - founded on Platonic theory and Western aesthetics with 
the primacy of the Classical Greco-Roman ideal - managed to divert from the 
verisimilitude towards abstraction and back to illusion, but understood as simulacrum, 
ironic commentary, rather than as an exact representation of appearances or an 
idealisation of them.  
 
Conclusion 
The postmodern framework, which I use in this doctoral thesis, allows some 
issues, as for instance beauty, to reappear. It also challenges ‗vision‘, in a way that 
‗woman‘ and ‗the body‘, can be seen again, liberated, or at least loosened, from the 
male gaze. It interrogates nothing and everything and therefore can expand broadly and 
infiltrate very different contexts and forms, to include, cross and combine various 
phenomena with their political and social implications. It also allows an interaction with 
the past, blurring of the boundaries between various times, spaces and matters. The 
crisis of representation and master narratives enables new identifications, together with 
self-identification and self-recognition. In this scenario, the ‗other‘, peripheries and 
margins - such as, for instance, the sublime,
269
 grotesque, fetishised, ugly, disabled and 
trans - are articulated. Postmodernism determines the fiction of unity as a metadiscourse 
and a totality. It invokes possibilities and this is the main concern of this research.            
Mentioned above Readings‘s ‗kind of temporal irony‘,270 transgressing borders 
and limits and employing snapshots of the past and the known creates an avatar 
presence. I employ this perspective throughout my thesis, where, with reference to 
Mieke Bal‘s ‗preposterous history‘, acts of quoting and Baudrillard‘s simulation,271 I 
examine the current fluidity in temporal, spatial and semantic terms. The briefly 
discussed contexts and histories available for the notion of beauty and the body will be 
investigated in the following chapters with reference to aesthetics, concepts of sexuality 
and identity and seduction. 
As a closing remark, I would like to recall a sculpture Buck with Cigar (2010), 
fig.9, displayed at the recent Marc Quinn‘s exhibition Allanah, Buck, Catman, Michael, 
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Chelsea, Pamela and Thomas (2010) at White Cube Gallery in London. It represents 
Buck – a transsexual - standing in a loose pose, holding his hands on his hips. He seems 
frivolous, probably a little bit amused, smoking a fat cigar and seeming to say ‗So 
what?‘ His athletic body is very masculine – golden chest, ornamented in tattoos and 
sculptured body muscles. His back is covered in calligraphy, his legs and hands are 
coated in patterns: tribal and pre Hispanic designs. The maleness is contrasted with 
disproportionate hands and feet, and a vagina, accentuated by a tattoo pointing to it. 
This male body - strong and athletic, in lacquered bronze - represents a superior being – 
deity, or commemorates a trespassing of boundaries – of age, sex, gender and clear 
differences. It is the jubilation of the other and of the erotic, of femalenesses and 
maleness brought together in one muscular and classical body, wandering among 
various times, spaces and matters – parachronisms, paratopisms and paralogisms.  
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Chapter 2 Paratopisms  
Migration of aesthetics and narratives 
 
Section 1 Introduction 
In literature survey I introduced the concept of beauty discussing its 
philosophical complexities. The current engendering of beauty and its connotation with 
the sexual, the ideal and hence the classical and the perfect, led to the consequent 
discussion on the body in sculpture. The focus on the human form embedded in the 
classical trope reflects my interest in the myths of Venus, Medusa, Icarus and 
Narcissus, represented in works of Igor Mitoraj and Marc Quinn. In literature survey I 
also introduced discourses and a body of literature exploring themes and tropes 
embodied in both sculptors‘ works. 
Here, I would like to expand the discussed debates on beauty to aesthetics. I will 
look at the definition of aesthetics, and its history: from antiquity, through a brief 
description of modern discourses, moving on to theories that emerged after the 1960s, 
‗post-aesthetics‘ and ‗aesthetics beyond aesthetics‘. I focus on contemporary 
appropriations of aesthetics and its transgressing of common and traditional contexts, 
which will help me to examine beauty and all its connotations with reference to the 
body and the politics of sexuality. This will allow me to introduce, afterwards, all the 
complexities associated with the notion and also to create a reference point for 
contemporary theories. I will only consider the most significant developments for my 
own arguments and found a basis for the following considerations on ‗transaesthetics‘. 
Section three examines the metaphor of travel and the associated concepts of the 
‗Eternal Return‘, ‗preposterous history‘, migration and looking back. In this context, I 
introduce the idea of ‗para-classicism‘ and the repeating of histories and myths.  
The following section four goes on to explore the Baudrillardian concept of 
simulation and related ideas of the original and the copy. I examine the ‗classical‘ as a 
past trope, which is currently often applied in contemporary sculpture. 
The last section interrogates the act of quoting and the re-application of past 
forms, myths and ideas. This ‗recycling‘ invites otherness, difference and opens up a 
possibility to look at the body from another perspective.  I will introduce the politics of 
vision and the consequent image of woman created by the male gaze. 
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This chapter serves as an opening for the following discussion on Venus and 
Medusa, as representations of ‗woman‘, beauty versus/and ugliness; wholeness 
versus/and fragmentation. The re-evaluation of aesthetics into ‗transaesthetics‘, its 
flexibility and diffraction into little narratives and pieces, make the concepts of 
incomplete completeness, otherness and difference possible. The hybridised ‗trans-
body‘ that emerges awaking the ‗new desire‘ functions in a labyrinth of space, 
meanings and time, which guides this chapter‘s journey. 
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Section 2 Transaestheticisation and migration of narratives 
„Art […] raises everything to aesthetic banality, becoming transaesthetic.‟272  
 
This section introduces key debates referring to aesthetics. I look at the 
definition of aesthetics and its connotation with beauty. Afterwards, I examine chosen 
fundamental ancient discourses, some medieval theories, modern concepts and finally 
postmodern discussions. Subsequently, I move on to Wolfgang Welsch‘s ‗aesthetics 
beyond aesthetics‘. The introduction of key discourses referring to earlier histories of 
aesthetics, supported by the briefly presented theories regarding the concept of beauty, 
allows me to lay the foundations for the notion of ‗transaestheticization‘, and to 
describe how beauty goes beyond the traditional and common contextualisation, 
incorporating ideas such as gender, sex, myths and politics.  
This section discusses the migration of aesthetics and its fluidity. After 
Baudrillard, I would like to consider the discipline as being in a condition of 
transgressing its own boundaries, as ‗I certainly have no nostalgia for old aesthetic 
values.‘273 Contemporary aesthetics differs from the Kantian discipline. It crossed the 
threshold of a space subscribed only to art. It invites discourses from the ‗outside‘ – the 
social, the sexual and the political. This new aesthetics in a state of flux – 
‗transaesthetics‘ - is constantly travelling, also among topisms, logisms and chronisms. 
It creates a circle within a circle. It allows me to structure the thesis according to 
Lyotard‘s ‗cyclical motif‘, creating a journey – through spaces, meanings and time. As 
the concept of travel guides this whole thesis, this section will outline aesthetics‘ frame, 
in which ideas such as beauty, ‗new desire‘, the engendered body and ‗post-narcissism‘ 
are inscribed, re-turn and re-appear. According to Baudrillard: 
 
Illusion has no history. Aesthetic form does. But because it has a history, it also only 
has one time and we are without doubt now witnessing the disappearance of this 
conditional form, of this aesthetic form of the simulacrum in favour of an unconditional 
simulacrum, in other words a certain primitive scene of illusion where we return to the 
inhuman rituals and phantasmagoria of the cultures preceding our own.
274
 
 
                                                        
272 Baudrillard, Jean. ‗The Conspiracy of Art‘, in Baudrillard, Jean. The Conspiracy of Art. New York: Semiotext(e), 
2005, p. 25 
273 Baudrillard, Jean. ‗No nostalgia for Old Aesthetic Values‘, in Baudrillard, Jean. The Conspiracy of Art. New 
York: Semiotext(e), 2005, p. 63 
274 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, in Baudrillard, Jean. The Conspiracy of Art. op. cit., p. 129 
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„Transaestheticization‟ 
We have entered the era of ‗trans‘ – transparency of politics, sex, beauty and 
desire – where everything develops into ambiguity. In Lyotard‘s account, representation 
is displaced and its limits are extended in aesthetics‘ response that allows otherness.275 
Aesthetics is re-evaluated in postmodernism – marking the ‗crisis of narratives‘276 - as a 
space where no new story can emerge as the metanarratives and grand narratives have 
collapsed. Only fragments, little narratives and pieces are possible. Therefore, 
‗deconstruction is the aesthetics, ethics and politics of the incommensurable.‘277 Hal 
Foster coined the term of ‗anti-aesthetic‘,278 which destroys the order of representations 
only to re-write them again. In his account: 
 
―Anti-aesthetic‖ also signals that the very notion of the aesthetic, its network of ideas, is 
in question here: the idea that aesthetic experience exists apart, without ―purpose‖, all 
but beyond history. [...] Like ―postmodernism‖, then, ―anti-aesthetic‖ marks a cultural 
position on the present: are categories afforded by the aesthetic still valid? [...] More 
locally, ―anti-aesthetic‖ also signals a practice, cross-disciplinary in nature, that is 
sensitive to cultural forms engaged in a politic (e.g, feminist art) or rooted in a 
vernacular – that is, to forms that deny the idea of a privileged aesthetic realm.279 
 
Aesthetics is eclipsed and illusory. Everything has become ‗hyperreal‘.280 
Baudrillard, whose account serves me as a guide towards ‗post-aesthetics‘, in many of 
his texts
281
 suggests that art has also become a showcase concealing the fact that 
contemporary society is ‗transaestheticised‘.282 The aesthetic principle ended but it did 
not disappear; on the contrary – it diffused into the social body. The aesthetic illusion of 
modernity with the illusion of desire
283
 that resulted in the separation of reality – visible 
for instance in such artistic movements as cubism or abstraction - have vanished.
284
 
‗Transparency‘ of everything has replaced the secrecy of reality. Hyper-visibility 
                                                        
275 For more on Lyotard‘s representation and aesthetics, refer to: Readings, Bill. Introducing Lyotard: Art and 
Politics. op. cit., pp. 3 - 64 
276 Lyotard, Jean-François. The Postmodern Condition: A Report on Knowledge. op.cit., p. XXIII 
277 Readings, Bill. Introducing Lyotard: Art and Politics.  op. cit., p. 23 
278 Foster, Hal. ‗Postmodernism: A Preface‘, in Foster, Hal. Postmodern Culture. op. cit., p. XV 
279 Foster, Hal. ‗Postmodernism: A Preface‘, op. cit., p. XV 
280 Baudrillard, Jean. ‗The Conspiracy of Art‘, op. cit., p. 25 
281 E.g. Baudrillard, Jean. Simulacra and Simulation. op. cit 
282 I will use this term in my thesis referring to this Baudrillardian understanding of transaestheticisation and also 
Wolfgang Welsch‘s account, which will be discussed further in this section. 
283 The illusion of desire, the concept of seduction and the consequences for the notion of beauty and the body will be 
discussed further in chapter four. 
284 Baudrillard, Jean. ‗The Conspiracy of Art‘, op. cit., p. 25 
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became obnoxious. Using of past forms is just a compromise; a point where everything 
and nothing intertwines. As Baudrillard remarks: 
 
Raising originality, banality and nullity to the level of values or even to perverse 
aesthetic pleasure. […] The passage to the aesthetic level salvages nothing; on the 
contrary, it is mediocrity squared. It claims to be null – ―I am null! I am null!‖ – and it 
is truly null.
285
 
 
Beauty versus aesthetics 
Aesthetics returns and becomes democratised. Suzanne Perling Hudson suggests 
that the re-emergence of the associated notion of beauty and morality is a defence 
against the abject and the crisis of representation.
286
 The concept resonates with the 
crisis of criticism, allowing beauty to function not only as an aesthetic mode of 
presentation but also as a contemporary manifestation of political and social changes. 
Consequently, aesthetics is transformed into a rhetorical strategy. It currently includes 
for instance, ethics,
287
 sexuality, community, and market values. It becomes a ‗Trojan 
horse‘ smuggling ideas, and an activist transgressing and infiltrating new terrains. As 
Peter Schjeldahl suggests, beauty is always a mixture of values, stories, allegories, 
‗dissolving something else‘.288 In the context of the current relativism – concerning 
identity and politics, 
 
Beauty, the most conciliatory of philosophical rubrics and justifications, is back with a 
vengeance, while beautiful writing about beautiful objects and their beautiful makers 
additionally denotes the triumph of academic philosophy as well as the democratization 
of the no-longer autonomous and privileged realm of the aesthetic.
289
 
 
Aesthetics currently provokes. Some theorists point to its inadequacy as a 
discipline, others refer to the general aestheticization of contemporary reality and the 
constant expanding of spaces and contexts that fall under the domain of aesthetics. 
                                                        
285 Baudrillard, Jean. ‗The Conspiracy of Art‘, op. cit., p. 27 
286 Hudson, Suzanne Perling. ‗Beauty and the status of contemporary criticism‘, October, no 104, Spring 2003, p. 117  
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Grzegorz Dziamski remarks that the discipline needs to be described as a platform, 
where phenomena and objects, previously not considered in aesthetic terms, can be re-
examined and where categories already defined can acquire new dimensions.
290
 
Consequently, beauty can also function in broader contexts. Aesthetics neither resigns 
from the material definition of the notion, nor points to what is or is not beautiful. 
Nevertheless, it does not mean the category has lost its sense, even ‗classical‘. Beauty 
has become popularised, and has entered the social and the political. It is present in 
fashion, entertainment and the quotidian. 
 ‗We are without doubt currently experiencing an aesthetics boom‘.291 
According to Wolfgang Welsch aesthetics constructs reality, subjects its every 
component, from urbanisation, face-lifting of shops and city centres, to adding fashion 
and chic to the real, ‗sugar-coating‘ of everyday life. However, this surface 
aestheticisation, considered also by Peter Schjeldahl,
292
 should rather be associated with 
prettiness and bellism. It meets the culture of hedonism, prioritises an ongoing joy and 
considers values such as pleasure, supporting them with some aesthetic traditional 
elements, creating a movement transgressing boundaries of kitsch. The ‗aesthetic 
flair‘,293 existing everywhere, coats not only single elements of reality but has an 
enormous impact on the culture as a whole. Welsch describes this process as universal 
and fundamental - as it expands deeply - as well as materially, determining the visible 
and immaterial, influencing the subjective, social and moral reality. Baudrillard remarks 
that ‗this unconditional aestheticization that constitutes the hyperreality of culture 
begins.‘294 In this new context, out of this hyper-aestheticisation, ‗homo aestheticus‘ is 
born.
295
  
 
Definition of aesthetics 
Is ‗aesthetics‘ usable? Is this a coherent term? Welsch asks: ‗Is ‗aesthetic‘ a 
passé-partout word, which is suited to everything only because it says nothing?‘296 The 
word ‗aesthetic‘ itself has a very ambiguous meaning. I introduce its various definitions 
here in order to define the perspective I employ in this thesis. In the Western tradition, 
                                                        
290 For an overview of contemporary aesthetics theories, see: Dziamski, Grzegorz. Postmodernizm Wobec Kryzysu 
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aesthetics has always been related to art, corresponding to concepts of beauty and taste, 
focusing on both objective and subjective approaches. Traditionally, the word came 
from Greek aesthesis,
297
 referring to sensations and perception, excluding any artistic 
related connotations.
298
 First defined in 1750 by Alexander Baumgarten as the ‗science 
of sensuous cognition‘, it was referring to epistemology rather than art.299 Hegel 
connected it to the philosophy of fine art.
300
 Aesthetics has been traditionally 
determined as particularly applied in arts with emphasis on the evaluation of beauty. 
According to the New Encyclopaedia Britannica, within the Western tradition, there are 
three major approaches towards the discipline: the first exploring the notion of beauty 
and its logical and ideological implications; the second studying philosophically the 
aesthetic experience; and the third investigating the philosophical reflection on aesthetic 
objects belonging to fine arts, crafts and natural phenomena.  
After Mario Perniola, I would like to suggest that aesthetics needs to conjure 
with ‗the thought of difference‘.301 Besides the traditional connection to form, 
knowledge and experience, the concept of difference, introduced by Nietzsche, rejects 
the aesthetic struggle to seek harmony everywhere.
302
 Also, the notion of difference 
allows various reflections: sexual, ethical, religious, political or economic that broadens 
aesthetics and makes it boundless. In this context, aesthetics experiments and 
contradicts. In its ambiguity, it allows otherness, trans, beauty and ugliness and it also 
approaches the body, gender and sexuality.
303
 It composes various pieces together, 
constructing, what Perniola calls ‗not an aesthetics of trash, but an aesthetics of 
recycling trash, illness, psychosis.‘304 
                                                        
297 Or aisthanesthai, aisthetos and aisthetikos 
298 According to Oxford English dictionary (Simpson, J. A., Weiner, E. S. C. (eds.). The Oxford English Dictionary. 
Vol I. Oxford: Clarendon Press, 1989, p. 206) the word aesthetic means ‗1. the science which treats of the conditions 
of sensuous perception. 2. the philosophy or theory of taste, or of the perception of the beautiful in nature and art.‘; 
The Oxford dictionary of etymology (Onions, C. T., Friedrichsen, G. W. S., Burchfield, R. W. (eds.). The Oxford 
Dictionary of English Etymology. Oxford: Clarendon Press, 1966, p. 16) refers to it as ‗the criticism of the beautiful 
or to the theory of taste;‘ Correspondingly, The New Encyclopaedia Brittanica (The new Encyclopaedia Britannica. 
Vol. I, Micropaedia, A-ak - Bayes. Chicago: Encyclopaedia Britannica, 2002, p. 123) defines aesthetics as 
‗Theoretical study of beauty and taste constituting a branch of philosophy.‘ 
299 Baumgarten, Alexander Gottlieb. Aesthetica. (1750) Hildesheim: Olms, 1970, §1, p. 1 
300 Hegel, Georg Wilhelm Friedrich. Aesthetics. Lectures on Fine Art. (1835) Oxford: Clarendon Press, vol. I and II, 
1975 
301 Perniola, Mario. ‗Feeling the difference‘, in Swearingen, James E. and Cutting-Gray, Joanne (eds). Extreme 
beauty: aesthetics, politics, death. New York, London: Continuum, 2002, p. 4; In my research I am ignoring the 
movement of aestheticism that arose within Victorian culture and was theorised in the teachings of John Ruskin and 
William Morris. It was substantially utopian, dedicated to art and beauty but related rather to social life, craft and 
decoration. 
302 For a detailed discourse on the idea of difference, see: Perniola, Mario. ‗Feeling the difference‘, op. cit., pp. 4-14 
303 All these implications of this new ‗transaesthetic‘, will be discussed in the following chapters. 
304 Perniola, Mario. ‗Feeling the difference‘, op. cit., p. 12 
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Since aesthetics has been linked to the notion of solely art and beauty as a 
central concept of the discipline,
305
 the discussion shifted direction from its logic to 
various ways of experiencing beauty itself, artistic aspects and aesthetics within art. 
Currently, aesthetics is contextualised in a broader space – including new disciplines 
within the social, the political and the cultural.  
There are numerous definitions of aesthetics, oscillating between art, beauty, 
nature, senses, perception and judgment and thus creating various meanings of the 
‗aesthetic‘.  Welsch, after Wittgenstein, suggests that the only way out from the 
difficulty of using the expression is through the semantic overlaps between numerous 
usages.
306
 Welsch tries to create various fields of reference for the aesthetic that lead to 
the establishment of diverse meanings and consequently overlaps, links and transitions. 
According to Welsch, there are various semantic elements of the expression 
‗aesthetic‘,307 like the aisthetic semantic element, the elevatory, the poietic, the 
aestheticistic one, aesthesis, theoreticistic, reconciliative semantic element, the virtual, 
the artistic and finally - the callistic one - the most suitable for the purpose of my 
research due to its association with beauty.
308
 The above differentiating of the aesthetic 
semantic elements demonstrates that there does not exist a single explanation or 
semantic part that is true to all of the elements. They create a complex structure, a kind 
of network that gathers other elements, not autonomous, but, if put together, presenting 
particular meanings. It is necessary to transfer among the ‗family resemblances‘;309 to 
link, overlap and shift in order to differentiate aesthetic itself. All these cross-
connections proposed by Welsch require linking the concept to everyday reality, 
broadening the passé-partout of only art related elements and crossing the conventional 
dimension. As Welsch remarks: ‗For modern art no longer longs to be locked within the 
                                                        
305 Tatarkiewicz, Wladyslaw. History of Aesthetics. Vol.1 Ancient aesthetics. op. cit., p. 3  
306 Welsch, Wolfgang. Undoing Aesthetics. op. cit., p. 9 
307 More to be found in Welsch, Wolfgang. Undoing Aesthetics. op. cit., pp. 10-14 
308 Welsch, Wolfgang. Undoing Aesthetics. op. cit., pp. 35-36; Welsch tries to answer the question of what aesthetics 
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with the measures of aesthetic criteria‘. As a type, the standard predicates describing it become less important, so that 
the predicates of state can characterise the aesthetic as a mode of being. These include the poietic, the imaginative 
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fabricated - ‗reality exhibits the character of a construct‘. 
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though not in essence, is possible. Welsch, Wolfgang. Undoing Aesthetics. op. cit., p. 9 
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golden cage of autonomy, but rather renounces such aesthetic-theoretical 
ghettoization.‘310 
 In order to have a clear view of the notion of beauty in contemporary sculpture 
I would not like to narrow the concept of aesthetics only to callistic and artistic 
elements. I hope to focus on the notion of beauty within aesthetics referring to 
‗anaestheticization‘ or generating ‗insensitivity‘.311 According to Welsch, beauty 
becomes fundamentally deconstructed.  
 
History of aesthetics 
The fundamental aestheticisation of reality began with Kant who demonstrated 
that our knowledge and cognition, truth and reality are defined aesthetically.
312
 This 
transcendental aesthetics demonstrates not only the artistic nature of the discipline but 
mainly its epistemological character and the cognitive layer that concerns interpretation 
of truth and reality. This new attitude is called ‗protoaesthetics‘,313 stating that its 
categories are fundamental, not only in the field of art, but also in the interpretation of 
cognition, truth and reality. Welsch talks about the ‗aesthetic turn‘,314 a movement from 
the discipline regarded as describing reality in general – first, being, later, 
consciousness, and finally, language - to rendering the aesthetic paradigm - an on-
principle transition, change in the aesthetic canon and thus preferences.
315
  
In order to define aesthetics contemporarily and methodologically, and to 
understand its transgression beyond own limits, I am providing key points regarding the 
history of the discipline, concentrating on phenomena central for this research.
316
 This 
will enable me to present the shift in aesthetics‘ pivot and use it as an overarching 
theme with regard to Mitoraj‘s and Quinn‘s works, as well as to prove its ambiguous 
meaning for the necessity of this research. 
 
 Antiquity 
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The body of literature presented in this section is introduced for the following 
investigations on the contemporary sculptured body and the use of the classical trope in 
Quinn‘s and Mitoraj‘s works. The discussion on key discourses on aesthetics in ancient 
philosophy serves as an introduction to the concept of the ideal. It will help me to study 
later in the thesis the image of the perfect feminine body, relying on proportions, 
symmetry and canon. Also, I will be able to explain the fragmentation and the current 
incomplete completeness of the body represented through the application of the 
classical trope in contemporary sculpture as a dialogue with the past representations of 
the body and transgressing wholeness in favour of the new partiality. Introducing key 
points referring to Classical Greek aesthetics will allow me to debate whether the 
present fragmentary or imperfect body (while considered according to the ancient 
canon) is disabled, impaired or perhaps establishes a new ideal inviting incompleteness.  
In antiquity aesthetics pertained not solely to beauty. It was described applying 
various concepts and issues arising within science. Aesthetics was related to geometry 
and rules establishing the canon, determined by structural needs not by a priori 
assumptions. Aesthetics of the classical period in Greece, between the fifth and fourth 
centuries B.C., the age of Pericles, could be characterised as harmonious and 
balanced,
317
 being a prototype for the successive neoclassical or pseudo-classical 
periods. The classical Greek art established the canon – a perfect proportion applied in a 
variety of grounds.
318
 The notion of symmetria – the basic concept founding the canon - 
referred to proportions present in nature, not invented or imagined. The canon was 
based on cosmic measurements, observations of organic bodies leading to the 
foundation of an anthropometric regulation and the golden section.
319
 Classical Greek 
art
320
 - named by Tatarkiewicz the ‗aesthetics of canonical forms‘ and ‗psychophysical 
beauty‘321 - was a result of the ancient aesthetics equating perfect forms and proportions 
with the natural and the organic.  
In Pythagoreans‘ concepts322 the world was perceived mathematically and 
focused on the notion of harmony in terms of measure, proportion, number and 
                                                        
317 Tatarkiewicz, Wladyslaw. History of Aesthetics. Vol.1 Ancient aesthetics. op. cit., p. 44 
318 In music the same was meant by nomos and also referred to a definite measure. Also in Greek sculpture it was 
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319 Tatarkiewicz, Wladyslaw. History of Aesthetics. Vol.1 Ancient aesthetics. op. cit., p. 62 
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that were beautiful in their essence - to artist‘s subjective impressions. 
321 Tatarkiewicz, Wladyslaw. History of Aesthetics. Vol.1 Ancient aesthetics. op. cit., p. 74 
322 Similar humanist ideas on aesthetics were expressed by Socrates,  
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mathematical relations of the consequent parts.
323
 The universe was situated in 
harmony, calling it kosmos – order. The framework of cosmology embedded ideas of 
perfection and unity. It also promoted the belief in the regularity of everything,
324
 even 
of the sound that created the music of the spheres.
325
 Harmony, a term for beauty, and 
symmetria or proportion, advocated the objective properties of things as well as order, 
regularity and the appropriate arrangement of parts. The Pythagorean formalist idea of 
beauty absorbed the spiritual element including the human perspective, seeking for 
beauty not only in the cosmos but also in man. The notion was equated with the good, 
the usable and the purposeful, where functionality was the main objective. Socrates 
used terms like eurhythmy, rhythm and decorum that were later widely used by the 
Greeks. 
As a consequence of the above discourses of the Pythagoreans and Socrates,
326
 
Plato extended the discipline of aesthetics by intertwining it with metaphysics and 
ethics and analysing problems regarding art and beauty. His concept of beauty
327
 
mirrored the idealistic theory of existence and the aprioristic theory of knowledge.
328
 In 
Symposium, Plato
329
 referred to beauty as the highest value. His aesthetics paradigms 
can only be understood in conjunction with the concepts of ‗ideas‘, the ‗soul‘ and the 
‗ideal state‘. The notion of beauty comprised not only physical virtues, but above all 
psychological, social, political systems and everything that caused appreciation. It was 
bound up with moralistic, idealist and spiritualist character of his work. The definition 
was very broad, encapsulating not only values, but also moral and cognitive qualities. 
Plato formulated the triad of ‗truth, goodness and beauty‘330 combining the most 
important human virtues. Equating beauty with the good was an axiom, on which the 
                                                        
323 Ghyka, Matila C. Złota Liczba. Rytuały i Rytmy Pitagorejskie w Rozwoju Cywilizacji Zachodniej. Kraków: 
Universitas, 2001, p. 214 
324 Only calculable, lucid and regular things were comprehensible, reasonable, good and beautiful creating the order 
of the world. On the contrary, the chaos, irrational and incomprehensible, was regarded as the opposite, neither good 
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325 Lipiec, Józef. Wielkość i Piękno w Filozofii.  Kraków: Collegium Columbinum, 2003, pp. 380 - 381 
326 Plato‘s concept of beauty was criss-crossed with ideas deriving from Socrates‘s theories, such as suitability, 
efficacy, utility, and from the Sophists thought. After the Sophists, he developed the notion into an objective, inborn 
sense, never confined to a sensuous object departing from the assumption that a thing liked is beautiful. Plato 
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327 It is very difficult, especially in ancient treatises, to distinguish beauty from aesthetics. Here, even though I focus 
on aesthetics itself, sporadically, I need to come back to the concept of beauty when it is inseparably connected to 
aesthetics. 
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Wladyslaw. History of Aesthetics. Vol.1 Ancient aesthetics. op. cit., p. 113 
329 Plato. Symposium and Phaedrus. op. cit. 
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following definitions and distinctions were based. The idea of beauty - the purest and 
eternal state - broadened an already semantically wide concept by supporting abstract 
ideas beyond experience. It also created a new measure and new evaluation, where the 
real beauty was dependent on a distant Idea of Beauty, which could be created by the 
mind.  
The metaphysical framework of Plato‘s aesthetics was developed by Aristotle 
who, on the basis of contemporary art and poetry, systematised the earlier introduced 
concepts. Following his precursor and the Pythagoreans‘ mathematical theories, 
Aristotle formulated the division of arts into the representational and the productive, 
introducing the idea of imitation and catharsis. Art was considered as autonomous in 
the face of morality and truth, and consequently related the value of art and beauty as 
intrinsic. Beauty was still associated with proportion and order, but also referred to an 
object that could be apprehended by sight or by memory. Aristotle also approached the 
concept of ‗aesthetic beauty‘.331  
In the third century A.D. a new aesthetics was introduced by Plotinus, both in its 
metaphysical base and empirical analysis of beauty. Neo-Platonism was founded on 
Plato‘s philosophy. However, it rejected the definition of beauty as symmetry and its 
dependence on mathematical proportions. It also appreciated sensory beauty. Plotinus 
regarded beauty as a quality, not a relation of parts, which enabled the seeking of 
beauty in expressions and spiritual objects. He also contrasted the imperfect material 
world of senses to the perfect spiritual world that could be experienced by thought. 
Beauty was considered to be the task and measure of art, more than in any other earlier 
philosophical system. It also possessed the intellectual element and caused a direct, 
emotional impact of art.
332
 Neo-Platonism perpetuated the move towards mysticism and 
aesthetics based on ecstasy.  
 
 Modern aesthetics 
Here, I examine some chosen aesthetic theories from the seventeenth century 
onwards. I focus on discourses that introduced the concept of the sublime and 
anticipated the thought of difference and the other. I also look at philosophical 
investigations exploring perception, pleasure and cognition. Immanuel Kant‘s debates 
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are the main focus, as they mark a significant turn in thinking about aesthetics and 
beauty.  
Modern aesthetics,
333
 regardless of the fact that it originated in the ancient 
doctrines, was not monistic and applied psychological and sociological methods.
334
 The 
notion of beauty was not the principal interest in the seventeenth and eighteenth century 
philosophy. Descartes examined art, poetry and beauty as products of the imagination 
and hence aesthetics was situated outside rationalism.
335
 Aesthetics itself was a 
subjective experience and thus irrational. Also Spinoza regarded beauty as a relative 
and personal reaction, not embedded in an object. After Descartes‘ doctrines, the 
philosophical epistemological concerns transferred towards morality and psychology. 
The modern period was uniform in terms of aesthetics. It oscillated between classical 
concepts, extending the meaning of beauty to charm, grace or pleasure and, as in the 
Middle Ages, was, according to Tatarkiewicz, ‗one great gap in the evolution of 
aesthetics‘.336 
From the second half of the seventeenth century aesthetics emphasised beauty as 
a component and purpose of art. Another aesthetic quality, the sublime - that appeared 
towards the end of the century - challenged the place of beauty and dethroned it from 
the prevailing position.
337
 Philosophers and artists started to investigate whether beauty 
was a necessary condition for art. One of the first thinkers who noticed the subjective 
quality of beauty at the beginning of the eighteenth century was David Hume, who 
emphasised the analysis of the notion within the observer.
338
 A similar opinion was 
expressed by Santayana who also located the idea within perception. Both views refer 
to the assumption that ‗beauty is in the eye of the beholder‘339, stressing its subjective 
                                                        
333 I use the term ‗modern‘, not modernist aesthetics here, referring to a period in philosophy from the seventeenth 
century, beginning with Descartes‘ rationalism, to approximately the 1960s, when I assume the beginning of post-
modern aesthetics, which will be discussed further in this section. 
334 The fifteenth and sixteenth century previous discourses embraced Platonism and Aristotelianism by incorporating 
objectives of idealism, rationalism and anthropometrics. Vitruvius, Alberti, Leonardo da Vinci and Michelangelo all 
referred to Pythagorean-Platonic tradition in determining beauty by proportion; however, they also described it in 
accordance with grace that derived from Neo-Platonic conceptions. After the return to mysticism and spiritual ideas 
of the end of the sixteenth century, there was a consequent revival of classical aesthetics in the seventeenth century, 
above all within Poussin‘s teachings. Beauty, as an objective property of objects that could be seen but was evaluated 
with the reason and imagination, was still subjected to proportion, harmony and measure. 
335 Tatarkiewicz, Wladyslaw. History of Aesthetics. Vol.3, Modern aesthetics. op. cit., p. 361 
336 Tatarkiewicz, Wladyslaw. History of Aesthetics. Vol.3, Modern aesthetics. op. cit., p. 456 
337 Hanfling, Oswald. Philosophical Aesthetics: An Introduction. Oxford: Blackwell, 1992, p. 44; The concept of the 
sublime will be discussed in detail in chapter three, where I focus on various interpretations and connotations of 
beauty. 
338 Hume, David, ‗Of the standard of taste‘ (1757), updated 23 November 2006, 
http://www.csulb.edu/~jvancamp/361r15.html, consulted 22 October 2010 
339 David Hume situated the concept not in the quality of objects but in the mind. Margaret Wolfe Hungerford 
paraphrased this as locating it in the eye of the beholder. (In: Benezra, Neal David, Viso, Olga M. and Danto, Arthur 
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quality. The notion was also investigated by Burke and Wittgenstein who considered 
the feeling it caused.  
The normative force of the concept was debated by Immanuel Kant who 
referred to what people should feel.
340
 Kant also agreed with the opinion that beauty 
was not a necessary condition of art; it had to be distinguished from the agreeable and 
the sublime
341
. In The Critique of Judgement Kant focused on human consciousness of 
beauty, approaching it by ‗the judgement of taste‘.342 In ‗The Four Moments‘, he 
investigated human judgments that arose from the awareness of sensations, based on 
feelings, not cognition. The feeling did not rely on the object‘s existence but on the 
representation or observed appearance, and, therefore, it was called disinterested. ‗The 
disinterested pleasure‘343 differed entirely from the delight in something agreeable and 
in something good - where the element of interest was always present. ‗The judgement 
of taste‘ was unconcerned with the presence of an object, and, therefore, was 
completely contemplative. It also referred directly to the judgment of beauty, not for 
instance to the judgment of agreeableness, even though both relied on feelings, as taste 
was one‘s capacity to judge by delight. It was also a subjective concept combining the 
human power of cognition, the ‗Imagination‘ and the ‗Understanding‘. ‗The judgement 
of taste‘ was an independent activity either from desires and morality or from a definite 
notion of beauty.
344
  
Kant explored the beautiful as ‗having purposiveness without purpose‘,345 a 
form of a final pre-designed goal. The delight was free, disinterested and not limited by 
a definite concept. The perception of beauty was not chaotic because of the cooperation 
between the ‗Imagination‘ and the ‗Understanding‘ that collaborated when producing 
                                                                                                                                                                  
C. Regarding Beauty: A View of the Late Twentieth Century, op. cit., p. 197; Danto highlights that it was, according 
to John Bartlett, sloganised by Margaret Wolfe Hungerford in Molly Brown (1878) ) 
340 Hanfling, Oswald. Philosophical Aesthetics: An Introduction. op. cit., pp. 51-52 
341 In Kant‘s account, the judgement whether an object was beautiful was reflective, not determinant. To determine 
beauty meant to unify knowledge and imagination. Its characteristics included ‗disinterested pleasure‘, regularity 
without law and universality without concept. It was possible to enjoy beauty without wanting it as something 
perfect. Kant distinguished two types of beauty: the ‗free‘ type that did not establish the being of an object; and the 
‗dependent‘ type that presupposed a conception of the ideal for an object. The Kantian idea of ‗free‘ beauty was 
centralised on ‗disinterested pleasure‘. The ‗accessory‘ - also called ‗dependent‘ – beauty belonged to aesthetic 
judgements describing determinate concepts relating to objects. According to Kant, the beautiful was located in a 
limited form and represented an indefinite conception of the understanding, while the sublime could be situated even 
in a formless thing and could be related to reason. The satisfaction in beauty was defined by quality and was 
connected with charm and the play of imagination while that of sublimity was just an indirect pleasure stimulated by 
purpose, rather than imagination, and described by quantity.  
342 Kant, Immanuel. The Critique of Judgement. (1790) Oxford: The Clarendon Press, 1982, p. 41 
343 In First Moment (&& 1-5), Kant, Immanuel. The Critique of Judgement. op. cit., pp. 41-50 
344 Dutton, Denis. 'Kant and the Conditions of Artistic Beauty', British Journal of Aesthetics, vol. 34, no. 3, July 
1994, pp. 226 
345 Hanfling, Oswald. Philosophical Aesthetics: An Introduction. op. cit., p. 138 
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knowledge. The cognitive faculties that interrelated were limitless, and thus generated 
‗purposiveness without purpose‘. Kant interlinked art, beauty and aesthetics, and 
explored ‗the judgement of taste‘ as deriving from the feeling of pleasure in the 
beautiful. The notion of beauty and art were closely connected and thus it was 
impossible to separate the experience of beauty from the experience of a work of art.  
Kant‘s challenge to aesthetics, the differentiation between beauty and the 
sublime, opened the early postmodern
346
 debate on beauty and the developing culture 
industry that resulted in the commodification of art. The aesthetic experience was 
discussed in terms of psychoanalysis, linguistics, capitalism and post-industrialism. 
Theodor Adorno in Aesthetic Theory
347
 did not undermine the subject of aesthetics or 
the idea of subjectivity that was defined by aesthetic judgement. He rather applied the 
concept of aesthetic judgement, which, according to him, after nearly two hundred 
years became embodied in the history and the process of art. ‗What has already died are 
not only aesthetic forms but also many substantive motifs.‘348 Aesthetic principles lost 
their validity. Adorno implied that contemporary aesthetics and art isolated themselves 
from Kantian disinterestedness. They had to emancipate themselves in order to produce 
an interest inherent in the indifferent.
349
 Adorno referred to Kantian disinterestendness 
that neglected the supremacy of pleasure in aesthetics. Also satisfaction and pleasure 
became indeterminate and thus unable to describe beauty. Consequently, ‗disinterested 
pleasure‘ was not enough to grasp the aesthetic phenomena of reality by referring to 
them as merely beautiful or to the sublime. The Kantian division between aesthetic 
feeling and desire resulted in the liberation of these two faculties from one another.
350
 
Adorno examined these concepts in the context of aesthetics that resurfaced and 
redefined itself. After nineteenth century art, the ideal of artistic purity followed. 
Adorno suggests: 
 
The error that aestheticism made was aesthetic. It confused the guidelines it 
issued for art with the works that actually resulted from the guidelines. [...] The 
demand that present-day art be reflective means, among other things, that it 
must become conscious of, and articulate, its aversions. There is a sense, then, 
                                                        
346 Here, by the ‗post-modern‘, I refer to pre-postmodernism, a period before the 1960s.  Postmodern aesthetics will 
be discussed further in the section. 
347 Adorno, Theodor W. Aesthetic Theory. London: Routledge and Kegan Paul, 1986 
348 Adorno, Theodor W. Aesthetic Theory. op. cit, p. 5 
349 Adorno, Theodor W. Aesthetic Theory. op. cit., p. 18 
350 Adorno, Theodor W. Aesthetic Theory. op. cit., pp. 14, 15 
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in which art is an allergic reaction against art; it determines negation in a self-
negation. Elements of past art become qualitatively different when they surface 
again later.
351
 
 
This collision of the archaic and the new is embedded in aesthetics as it has 
already collided with replications and the neglecting of various returns. Contemporarily, 
it reworks its modes of encapsulating the revivals. There is not only a possibility but 
also a necessity for the re-opening of the question of beauty and a new aesthetics. The 
rediscovery will invite some ideological abuse; it will also be feasible to discuss the 
revival in terms of a false resurrection of empty forms. Beauty re-turns as an irony or 
parody but also with reference to the para-classical trope.
352
  
 
 Aesthetics after the 1960s 
In order to define the concept of beauty within the context of contemporary 
sculpture it is necessary to go beyond the briefly discussed classical approaches towards 
aesthetics, beginning from ancient Greek philosophy and to introduce poststructuralist 
and postmodernist approaches and contemporary investigations in the field.  
Aesthetics after the 1960s was founded on the shift from Vasarian to materialist 
Greenbergian narrative; from identifying art with representation to equating it with 
material properties rather than illusion.
353
 Pop culture ended the Greenbergian narrative 
by closing the gap between the high, artistic and the everyday. It was a point when art 
‗came to an end‘ and when various artists manifested that everything could be an 
artwork and everyone could be an artist. As Danto claimed: 
And that is what I meant by the end of art when I began to write about it in the 
mid-1980s. Not that art died or that painters stopped painting, but that the 
history of art, structured narratively, had come to an end.
354
 
 
It was essentially a cathartic moment when something ended, when traditional 
philosophy was no longer possible, when art‘s philosophical nature was more conscious 
and when the narrative was finished. This closure initialised the post-historical age that 
                                                        
351 Adorno, Theodor W. Aesthetic Theory. op. cit., p. 53 
352 The notion of classicism will be discussed in the following two chapters. 
353 Also, art criticism shifted from discussing the meaning of artworks, the semantics, to their actual essence and 
being, the syntax. The separation between art and reality in visual terms was slowly disappearing. 
354 Danto, Arthur C. After the End of Art : Contemporary Art and the Pale of History. Princeton, New York: 
Princeton University Press, 1998, p. 126 
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could be best described as pluralistic, ‗a Babel of unconverging artistic 
conversations‘.355 As Baudrillard remarks: 
 
In itself Duchamp‘s act is infinitesimal, but starting with him, all the banality of the 
world passes into aesthetics, and inversely, all aesthetics becomes banal: a 
communication takes place between these two fields of banality and aesthetics, one that 
truly brings aesthetics in the traditional sense to an end.
356
 
 
According to Baudrillard, when everything becomes aesthetic, art and aesthetics 
come to an end, and all resurgences, also past forms, become readymade, inaesthetic.
357
 
In Baudrillard‘s account, the end does not imply nothing, but, rather, what comes after. 
‗The question is what type of trans-aesthetic objects can come after this rupture 
introduced by Duchamp, without falling back into nostalgia for the lost object of 
painting.‘358 According to Baudrillard, art – turning into an idea, which is attached to 
past forms – is currently contextualised in ‗a mass-aesthetic simulation‘ or 
‗conspiracy‘.359 It has become a fetish – an object with no reference, insignificant, 
functioning beyond aesthetics. Also, aesthetics is challenged as a rigid discipline. It 
needs to be seen as more flexible; drifting between decor, the body, language and what 
Baudrillard calls ‗the aura of make-up‘.360 It needs to be theatricalised and re-
appropriated in seduction and artificiality.  
We fanatics to aesthetics and meaning, of culture, of flavour and seduction, we who see 
only what is profoundly moral as beautiful and for whom only the heroic distinction 
between nature and culture is exciting, we [...] find it a mental shock and a unique 
release to discover the fascination of nonsense and of this vertiginous disconnection.
361
 
 
The construction of knowledge, and thus aesthetics, was subjected to narrativity, 
its language and its deconstruction. Jean François Lyotard developed the concept of a 
narrative‘s division, which rejected the metanarrative as a controlling system.362 He 
                                                        
355 Danto, Arthur C. After the End of Art. op. cit., p. 148 
356 Baudrillard, Jean. ‗Art between Utopia and Anticipation‘, in Baudrillard, Jean. The Conspiracy of Art. New York: 
Semiotext(e), 2005, p. 52 
357 Baudrillard, Jean. ‗Starting from Andy Warhol‘, in Baudrillard, Jean. The Conspiracy of Art. New York: 
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358 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. London, New York: Verso, 1998, p. 103 
359 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., p. 105 
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introduced the multitude of small narratives, multiplicity and going beyond the grand 
narrative of aesthetics, by interrogating the discipline, referring solely to art and beauty. 
 With postmodernism the possibility to cross the borders and to go towards 
open-ended diversity arose. The totality and unity were broken in favour of seeking 
other patterns, crossing constraints and destabilising some fossilised concepts. 
Baudrillard‘s ideas of simulation and simulacra, hyperreality and the end of history 
were also inscribed into the post-aesthetics dematerialisation.
363
  
 
 „Post-aesthetics‟ 
Is beauty replaced with a more radical simulacrum in contemporary sculpture by 
the creation of conventional forms and orders? Can it be interrogated within aesthetics 
without relating it solely to art? In America Baudrillard referred to ‗post-aestheticism‘ 
building a new irrationalism, just to show the tiredness of the present culture with its 
own grand ideas and concepts.
364
 The refusal to play the theoretical game is clearly 
visible in the journey across America. It is also a chance to enter simulation, to cross the 
foundations and immerse into hyperreality without origins.
365
 Baudrillard asks: 
 
The only question in this journey is: how far can we go in the extermination of 
meaning, how far can we go in the non-referential desert from without cracking 
up and, of course, still keep alive the esoteric charm of disappearance?
366
 
 
Currently, aesthetics wanders among various spheres. If Baudrillard asks to 
celebrate the meaningless signifier - as the language is empty and speechless - perhaps 
it is also necessary to look at the dissolution of aesthetics and the collapse of beauty 
within the discipline. Perhaps beauty became meaningless; perhaps it is finally freed 
from the moral virtues, from the good and the true? Perhaps it should be tasted for 
itself? Perhaps it is not soaked with the ethical and virtuous and needs redefining? The 
notion of beauty has become a hotchpotch of grand words, not to say narratives, which 
supersaturated with meaning and collapsed. It disappeared with the Kantian aesthetics 
and the idea of ‗disinterested pleasure‘ and all its implications. It developed into a 
saturation point, where the vanishing and blurring of the notion of beauty begins, and 
                                                        
363 These concepts will be discussed further in this thesis. 
364 Baudrillard, Jean. America. op. cit. 
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where aesthetics collapses in a way that it opens itself up for new territories. Baudrillard 
suggests: 
 
Post-aesthetics is born in a catastrophic and violent break with authority, and it 
describes a word where ‗art is dead, not only because its critical transcendence is gone, 
but because reality itself, entirely impregnated by an aesthetic which is inseparable 
from its own structure, has been confused with its own image‘.367 
 
Nevertheless, there is still need for beauty, even if only fractal, formal, or just as 
a reference. The concept is unrecoverable semantically as it cannot return to the 
Cartesian search for the meaning. Notwithstanding, it can still be revised in the new 
non-referential reality. Stuart Sim remarks:  
 
Politics has stopped, aesthetics has stopped, and we have reached point zero for 
interpretation. The flight from meaning is complete.
368
 
 
Poststructuralist and postmodernist aesthetics emphasise a point where communication 
breaks and where un-Kantian ideas are possible. In a sense, it is a return to a pre-
Hegelian non-grand narrative; a dialectic of poly-ideas. According to Sim: 
 
Beyond aesthetics lies, perhaps, not liberation but stagnation. Antifoundationalism 
seemed to promise so much more than that. Is Baudrillard then to be our guide as to 
where an anti-aesthetics inevitably must lead? To a post-aesthetic desert? Or to what 
Norris has dubbed a ‗kind of systematically inverted Platonism: a fixed determination 
to conceive no idea of what life might be like outside the cave‘?369 
 
 „Aesthetics beyond aesthetics‟ 
Contemporarily, aesthetics embraces what Sim calls ‗eternal recurrence 
returns‘370 and goes beyond its common associations and borders. It comprises material 
reality as well as immateriality. Danto claims that: 
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The contemporary is, from one perspective, a period of information disorder, a 
condition of perfect aesthetic entropy. But it is equally a period of quite perfect 
freedom. Today there is no longer any pale of history. Everything is 
permitted.
371
 
 
After the paroxysm of styles and after it became possible for everything to be a 
work of art, a certain historically founded narrative came to an end. The relation of art 
and aesthetics, strictly described by historical contingency, is not the essence of art 
itself or an ingredient of the Hegelian Absolute Spirit consisting of three moments: art, 
religion and philosophy.
372
 Danto suggests that the transition from modernism to 
contemporary art can best be described by the reduction of the relevance of classical 
theory
373
 and the recognition of beauty as not an attribute of art. After the establishment 
of the status of art it is also necessary to refer to and repair aesthetics and exclude the 
ideas of goodness and badness from it. According to Paul C. Taylor, Danto‘s expansion 
of aesthetics beyond philosophy and the fine arts to philosophical psychology and the 
theory of knowledge should go even further. He proposes recasting aesthetics, including 
political philosophy and social theory, so that the discipline could not only describe the 
beauty of art but of the body, and deal with cultural criticism.
374
 Robert C. Morgan 
asks: 
 
How to expand a definition of aesthetics beyond ―the science of beauty‖? How 
to include the social and natural sciences, psychoanalysis, and gender and ethnic 
diversity as flexible parameters in the reception of a work of art? The new 
aesthetic functions like a matrix, where ideas and images from various 
disciplines enter into art, yet art must somehow attend to its own method within 
the scope of its abundant information.
375
 
 
To realise the conditio humana it is currently required to ‗think aesthetically‘ as 
Welsch calls it.
376
 In the age of rationalism penetrated by aestheticism, reality is 
explored beyond knowledge and reason in aesthetics pertaining not only to art but 
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functioning in various broader contexts. According to Welsch, the increasing 
significance of aesthetics has caused global aestheticisation, where the discipline 
structure has changed so that it influences different layers of reality and describes its 
elements in not only philosophy or art but in sociology, politics, psychology and other 
disciplines. To describe the present situation of aesthetics, Welsch suggests the term 
‗aesthetics beyond aesthetics‘377 that broadens the significance of aesthetic, referring to 
something beyond art. This extended understanding of the discipline comprises both the 
‗inner pluralization of artistic‘378 and the ‗outer pluralization of aesthetics‘379 areas. 
According to Welsch, ‗aesthetics‘ needs to be extended because of the 
contemporary ‗fashioning of reality‘ and the contemporary ‗understanding of reality‘.380 
The omnipresent global aestheticisation of individuals as homo aestheticus, of urban 
areas, economy, genetic engineering or even ecology, face-lifting and styling can be 
found literally everywhere. This new configuration actually disappoints and misses its 
point. Instead of beauty being seen everywhere, the fact is that we are bombarded with 
prettiness and a fashioning of everything with the beautiful. As mentioned before, 
beauty becomes meaningless, turns into ‗anaestheticisation‘. Because of this 
hyperaestheticism, a non-aesthetic attitude emerges. According to Welsch, current 
‗reality is tending to lose its gravity‘381 mainly because of the media and easy mobility 
of images as well as their common manipulation. 
Transformability is much more popular causing a ‗derealization of reality‘382 
and, consequently, reconfiguration and reorganisation of aisthesis. Works of art are 
intericonic; they cross boundaries and dimensions semantically, allegorically, socially, 
politically, emotionally and imaginatively to transcend the border between art and 
reality. According to Welsch these sorts of transitions should not be ignored because art 
and aesthetics as a discipline can be comprehended as a whole. Predominantly, 
contemporary art constantly shifts the boundaries, moves them, alters its questions and 
tests various aspects of reality. Welsch remarks: 
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Each time a specific reconfiguration of the perceptive field thus takes place. The 
palette of conventional perceptive modes is overturned or constellated anew, 
traditional hierarchies are deposed and new ones established.
383
  
 
Summary 
In this section I presented a brief history of aesthetics, its various definitions and 
meanings. I attempted to show that it is necessary in contemporary culture to merge 
various usages of the ‗aesthetic‘. Welsch‘s ‗aesthetic turn‘ and ‗aesthetics beyond 
aesthetics‘ signify a change in the aesthetic canon and an expansion of its significance. 
Baudrillard‘s and Welsch‘s ‗transaesthetics‘ allow me to investigate Mitoraj‘s, 
Quinn‘s and other contemporary chosen sculptural works polyaesthetically rather than 
monoaesthetically. Consequently, I recognise aesthetics as a polymorphous 
phenomenon, expanding on Welsch‘s concept of ‗aesthetics beyond aesthetics‘ to 
contexts including body politics and social concerns, such as disability or the aesthetics 
of the fragment. Baudrillard remarks that ‗One could say, in fact, that the aesthetic 
world is the world of fetishizing.‘384 Therefore, for the purpose of this research, 
aesthetics will be examined in very flexible terms. It will allow travelling in between 
histories and mythologies, being parallel to Mitoraj‘s blurring of the distinction between 
the past and the present, myth and reality. As Baudrillard says: 
 
We are now in an end without finality, the opposite of the finality without end that, 
according to Kant, characterizes classical aesthetics. In other words, we are in a 
transaesthetics, a completely different turn of events, a turn that is difficult to describe 
and delineate, since, by definition, aesthetic judgments are impossible in it.
385
 
 
Hence, I will investigate aesthetics further as a source of the simulation and the quoting 
of past forms. It opens itself up for the ‗new desire‘, the era of ‗trans‘ and the re-
appropriation of the imaginary.
386
 In an extreme form, I will look at aesthetics through 
Sontag‘s ‗Camp‘, where everything is ‗wholly aesthetic‘, beyond morality and 
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seriousness.
387
 In this new context, where sincerity is no longer enough, very often only 
irony and satire are possible. Sometimes, even they are not sufficient, opening up a 
space for ‗Camp‘, which is purely artificial, theatrical, simulating everything and 
nothing. After Baudrillard, I would like to interrogate the question: ‗Is there still an 
aesthetic illusion? And if not, a path to an ―anaesthetic‖ illusion, the radical illusion of 
secret, seduction and magic?‘388 
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Section 3 Migration and eternal returns 
„Art is going through a sort of a travelling shot of its own history, a more or less 
authentic or artificial resurrection of all its past forms.‟389 
 
This section introduces the metaphor of travel, which frames this research. I 
look at concepts of the ‗Eternal Return‘, coming back, migrating and repeating. I also 
introduce the idea of para-classicism, which will be applied in this thesis with reference 
to the classical trope used in contemporary sculpture to represent fragmented and 
engendered trans-bodies.  
The journey - of forms, concepts and myths – together with notions of 
simulation and the politics of vision discussed further, create a context for the 
contemporary works, portraying the body according to the ancient ideal. It becomes a 
retrospective of what has already happened, but, at the same time, it transgresses 
pastness and goes beyond – in ‗trans‘. 
 
The metaphor of travel  
The metaphor of travel is a concept on which this research is based, not only 
methodologically and semantically, but also personally. The act of journey has always 
accompanied me in a number of ways. First, understood very directly, I travelled in 
order to commence the PhD course at Loughborough University. But my journey began 
much earlier and I guess it will continue for a long time. When I first saw Igor Mitoraj‘s 
works, I thought about Ithaca and Odyssey. Then, I read an interview with the artist, in 
which he states that Konstantinos Kavafis‘ Ithaca is one of his favourite poems; a map 
and a direction for the emergence of his sculptures.
390
 Recently, I have also visited an 
exhibition of Marc Quinn‘s sculptures Allanah, Buck, Catman, Michael, Chelsea, 
Pamela and Thomas - which I mention a number of times in this thesis - that represents 
another type of travel, a journey that happens within, exploring the body as a 
changeable construct.  It is a journey of transformation, one in which you take yourself 
out of the everyday into the realm of myth. People portrayed by Quinn make their 
dreams real by allowing their identities to enter a passage where they metamorphose. 
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As Joachim Pissarro remarks, the exhibition is a reality show in the purest etymological 
sense.
391
 
In the current context of the loss of boundaries – chronological, temporal and 
principal – I feel the metaphor of travel enables one to open up the structure of the 
above terrains and also to move circularly. Contextualised or perhaps framed by Bal‘s 
‗preposterous history‘, it offers an insight into beauty and the body transgressing the 
rigours of disciplines and hackneyed schemes. The hybrids that emerge – beauty with 
all its implications, such as the ugly or the sublime; grotesque or ironised; ‗trans-body‘; 
or the ‗new desire‘ – create a labyrinth of trans - space, meanings and time - where I 
travel and migrate. Also, during any voyage, we look, watch and stare. Consequently, 
travel embodies the concept of visuality itself.
392
  Travel has allowed me to achieve 
one of key points in my methodology, allowing various overlaps and in-betweenness – 
in terms of beauty, gender, sexuality, desire, seduction and finally the body. 
 
„Eternal Return‟ 
Contemporary sculpture is often immersed in the past. The reoccurring classical 
trope
393
 and the re-working of the corporeal ideal travel across history, juxtaposing 
various forms and metaphors. Baudrillard suggests that ‗Some portion of contemporary 
art is engaged in a work of deterrence, mourning the image and the imagination, 
mourning aesthetics.‘394 This leads to the state of melancholia perpetuating the revival 
of the relics of the past. The mourning of aesthetics, and, at the same time, the 
emergence of ‗transaesthetics‘ allows one to rework some past forms, as in the 
Baudrillardian ‗rear guard‘, ‗by veering along the final and necessary curve of 
things‘.395 The act of resurrection migrates myths, creating a utopia. This ‗come back‘ 
of forms is fragmented. As Baudrillard remarks: 
 
Today‘s Eternal Return is that of the infinitely small, the fractal, the obsessive 
repetition of things on a microscopic and inhuman scale. It is not the exaltation of a 
                                                        
391 Quinn Marc and Pissarro, Joachim. ‗The Journey not the Destination‘, in Marc Quinn. Allanah, Buck, Catman, 
Chelsea, Michael, Pamela and Thomas. exhibition catalogue, London: White Cube, 2010, p. 99 
392 The concept of looking and the gaze will be discussed further in this section. 
393 The application of the classical and its consequences will be discussed further both in chapter three and four. 
394 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, op. cit., p. 111  
395 Baudrillard, Jean. ‗Art between Utopia and Anticipation‘, op. cit., p. 50; the consequent Baudrillardian concept of 
the ‗swallowing of the mirror‘ will be discussed in detail in chapter four. 
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will, nor the sovereign affirmation of an event, nor its consecration by an immutable 
sign [...] but the virtual recurrence of microprocesses.
396
 
 
The recognition of images, their travelling and transferring the past into the 
present prevents their disappearance. According to Walter Benjamin, it is a translation 
of the past, its liberation by going beyond.
397
 In this understanding, travel is not a direct 
reconstruction of histories or identification with them, but a renewal and an addition to 
the original that supplements it. In the context of my research, travel implies 
displacement, movement from the centres, being ec-static and, in consequence, in 
ecstasy of the possibilities of ‗trans‘ and the ‗new desire‘. This is embodied in the 
metaphor of the mirror, which, I think, translates directly the potential of a passage, 
transformations of the binary systems that are currently irrelevant. The concept of 
trompe l’oeil, which will reappear throughout this research, informs this going through 
the reflection. The contemporary sculpture that incorporates the trope of the classical 
stands at a position of mise-en-abyme
398
 – as though in between mirrors of the past and 
the future – reduplicating recognisable images. It is situated in a hyperreality, an abyss, 
where it copies its own history, dissipating its forms. It is the infinite reproduction; a 
story within a story.   
André Malreaux suggests that the history of art does not imply progress, but ‗an 
eternal return‘.399 It emancipates the past and applies its specific histories, often in a 
reverse order, to our own period. Malreaux‘ idea of the ‗Museum without Walls‘400 - or 
the ‗imaginary museum‘ - describes the contemporary culture that – first, thanks to the 
institution of museum, then, the discovery of photography – metamorphoses values 
from past civilisations. It intertwines transformed fragments of cultures, not wholes. Hal 
Foster confirms - through the example of surrealism - that the compulsion to repeat and 
return serves to provoke and question cultural politics. The imprévu – the unexpected - 
is juxtaposed with déjà vu - the already seen – stimulating anxious repetitions.401 This 
ambiguity is also reflected in sexual drives – of life and death – that also coexist and do 
not function separately. Acts of quoting, travelling, looking and simulating are bound 
                                                        
396 Baudrillard, Jean. America. op. cit., p. 72 
397 Benjamin, Walter. ‗The Task of the Translator‘, in Illuminations. New York: Schocken, 1968, pp.69-82 
398 Image within an image. 
399 Malreaux, André. The Voices of Silence. Princeton, New Jersey: Princeton University Press, 1978, p. 623 
400 Malreaux, André. The Voices of Silence. op. cit., p. 631; Gadamer, Hans Georg. Aktualność Piękna. Sztuka jako 
gra, symbol i święto. Warszawa: Oficyna Naukowa, 1993, p. 25 
401 Foster, Hal. Compulsive beauty. Cambridge, Massachusetts, London: MIT Press, 1995, pp. 17, 29, 36 
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together, as, according to Foster, ‗not only is each new object a substitute for the lost 
one, but a lost object is a fantasy, a simulacrum.‘402 
According to James Hall the endless repetition makes culture instant, like a 
soup, available immediately as de-contextualised from any circumstances.
403
  Also 
Baudrillard contends that history cannot happen any longer, as there is no time for this 
in the current situation of immediacy and real time.
404
 What comes back is a ‗phantom 
history [...] to haunt the post-communist societies. ‗A reverse writing of the whole 
twentieth century.‘ A collage of the residues of history.‘405 Bal proposes the term of ‗the 
imaginary self production‘, a personal theatre, where histories are woven according to 
personal choices.
406
 
Contemporary Venuses, Medusas or Eros appear as created according to this 
new recipe, where everything can be mixed in optional amounts. They are not totally 
different or erased, but rather updated in a preposterous frame. The image becomes a 
result of very different histories and tropes. As Baudrillard suggests, ‗So the recycling 
of history began, we began to live out the film backwards.‘407 His term of a ‗ready-
made individual‘ replaces the subject. This contemporary individual lost ‗the otherness 
of seduction‘ in favour of testing, searching identity in trompe l’oeil and simulation. 
The mirror that helped to look for the self and the other has been replaced by the screen 
that materialised all desires and murdered otherness, arousing sameness. The imaginary 
turned into the virtual.
408
  
 
Migration of myths 
In his sculptures Mitoraj plays with the concepts of travelling and time, both 
very central for his works.
409
 In the 1990s, he created a series of vases that seem to be 
antique excavations, found after centuries. Vaso (1990), fig.11, Vaso Etrusco con 
Gorgona (1989), fig.10, and Vaso Etrusco con Ikaria (1990), fig.13, mimic the past, 
applying its myths – among others that of Eden, Medusa, Icarus – but, at the same 
time, re-adjusting them to the present. The outside and the inside, visible through small 
                                                        
402 Foster, Hal. Compulsive beauty. Cambridge, op. cit., p. 36 
403 Hall, James. ‗Beyond photography‘, in Hall, James. The world as sculpture. The changing status of sculpture from 
the Renaissance to the present day. London: Chatto and Windus, 1999, pp. 325-347 
404 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., pp. 8, 30-31 
405 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., p. 8 
406 Bal, Mieke. Travelling Concepts in the Humanities: A Rough Guide.  Toronto and London: University of Toronto 
Press, 2002, p. 106 
407 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., p. 9 
408 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., pp. 48-51 
409 Constantini Costanzo and Mitoraj, Igor. Blask Kamienia. op. cit., p. 104 
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holes, as though through windows, tell a story of a journey of myths through time. 
Vaso Etrusco con Gorgona (1989), fig.10, has a form of a common Greek ancient 
vase. It is decorated with a representation of Medusa‘s head, here - winged and 
restrained with snakes. Her eyes are wide open and there is a liquid coming from her 
mouth – perhaps blood? Perhaps this is the moment of her death; perhaps Pegasus will 
be born from her blood. Inside the vase, there is a lizard crawling on the bottom, trying 
to get outside. In the same year Mitoraj made another vase Vaso Etrusco I, which has a 
very similar form, besides the inside, where, instead of the reptile, there is Icaria and a 
snake, seducing her. It evokes the biblical Garden of Eden where Lilith, the serpent, 
tempted Eve to eat the forbidden fruit from the tree of knowledge. On the borders of 
the vase there is an inscription saying ‗Eros come tagliatore d‘alberi mi colpi con una 
grande scure, e mi riversò alla deriva d‘un torrente invernale‘.410 
A small window cut into the surface of Vaso (1990), fig.12, leads to the inside 
where there is a decorative, yet terrifying, tangle of snakes trying to escape. On the 
outside, a snake is approaching Medusa‘s head, who tries to kill him with her gaze. On 
the other side of the vase, there are two female‘s heads – perhaps the other Gorgons - 
Medusa‘s sisters or Medusa‘s incarnation from before being turned into a monster by 
Athena? 
Vaso Etrusco con Ikaria (1990), fig.13, is flanked by two female figures – 
Icarias, standing on symmetrically positioned handles. Centrally, there is Medusa‘s 
head fixed to the vessel. There are no snakes or bondages around it. Medusa‘s face is 
aesthetically astonishing. Through a small, rectangular and elongated window, a split 
pomegranate is visible. Its seeds are flowing from the inside. The pomegranate 
symbolises wholeness and fertility. Its seeds allude to multiplicity and integrity. In 
ancient Greece, the fruit was the archetype of resurrection and the renewal of life, the 
culmination of the nature‘s cycle.411 Here, the pomegranate‘s seeds leak to the outside, 
suggesting fragmentation but, at the same time, the possibility of re-birth in a new 
cycle.  
In these works, among others, history is travelling through a channel of forms 
and narratives, as though applying Mieke Bal‘s notion of ‗preposterous history‘.412 
                                                        
410 Translation: Eros as a cutter of trees, struck me with a great axe, and I will flow to drift with a winter stream. 
411 ‗God‘s fruit: pomegranate symbolism‘, updated June 2010, 
http://hubpages.com/hub/godsfruitpomegranatesymbolism, consulted 14 June 2010 
412 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 7 Even though Bal applies 
the term to define the re-surfacing of the Baroque in contemporary art, I feel it is adequate to use it in a broader 
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Bal‘s reworking of the past, the engagement in seeing and the specificity of the gaze413 
resonates with my concept of adopting the past forms that allows contemporary 
engagement with past culture and history, embodying a new ‗hybrid identity‘414. The 
re-creation and re-appropriating is called by Bal ‗contemporary baroque‘, which 
incorporates the past into the present, creating a ‗cultural philosophy‘ rather than art.415 
The sculptural works that I am examining here, are also a kind of a visual statement on 
history and the tropes and myths to which we are accustomed. Does it mean that the 
past is always a source material? Or does, as Bal suggests, contemporaneity resonate 
and reinvent some already known forms and qualities?  
 
„Para-classicism‟  
Para-classicism functions as a postmodern illusion or simulation, embodying 
Bal‘s ‗multiply historicizing‘, ‗double feminizing‘.416 It overwrites and mimics, 
ironising, cutting and fetishising the fragment.
417
 The surfaces of sculptures – for 
example Mitoraj‘s vases, landscapes and columns – are incredibly complex, in the 
sense that they are constituted from multiple layers of tropes and histories. Mitoraj 
juxtaposes classical forms with deep, rectangular shapes – windows, single units – 
functioning as film frames that zoom in or out. The sculptures connect images and 
discourses – ‗the skin of our culture‘418. They are seductively smooth or over-
decorated, nostalgically or ironically creating a constellation of various visions. They 
inscribe in what Bal suggests to ‗share time‘ of then and now – referring to aesthetics, 
epistemology and concerns with representation. Bal suggests: 
 
Such re-visions [...] neither collapse past and presence, as in an ill-conceived 
presentism, nor objectify the past and bring it within our grasp, as in a problematic 
positivist historicism. They do, however, demonstrate a possible way of dealing with 
―the past today‖. This reversal, which puts what came chronologically first (―pre-―) as 
                                                                                                                                                                  
historical perspective, predominantly looking at other Bal‘s works on the concept of travelling of aesthetics, see, for 
instance: Bal, Mieke. Travelling Concepts in the Humanities: A Rough Guide.  op. cit., p. 30 
413 The concept of the gaze, predominantly of the male gaze and seeing the ‗woman‘, will be discussed further in the 
following sections. I hope to examine it more extensively in the future research. 
414 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 2 
415 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 3 
416 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 2 
417 In chapter three I investigate the idea of a fragment and the neoclassical and postmodern re-appropriations of parts 
of antique sculptures. I differentiate between the neoclassical cult of the antique and the postmodern re-use of the 
classical trope as a tool for representing irony, parody, fetish but perhaps also something going beyond them. 
418 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 268 
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an aftereffect behind (―post‖) its later recycling, is what I would like to call a 
preposterous history.
419
 
 
 After Bal, I would like to propose that we look at contemporary para-classical 
sculpture of Mitoraj as at ‗a kind of recycling that implies a break‘,420 rather than as a 
continuation of a certain tradition. Icaria, Icarus, Eros, columns and discs reframe 
fragments of the past in the present, but without succession. Some figures, myths and 
forms emerge, only to fade away sometime soon and perhaps re-appear again. The 
fragments and histories do not need to be taken seriously just because they belong to the 
past. They might re-surface as images: ironising, fetishisising or simply mimicking. 
They function in Bal‘s ‗cultural memory‘ - or Welsch‘s ‗transcultural perspective‘421 - 
that juxtaposes both the subject and the object of historical cognition, expressing the 
relation to the past in the repetition of its previous states.
422
 In Bal‘s account: 
 
Memory in the form of history is filled with nostalgic longing as much as with horror. 
At the basis of the generalized cultural preoccupation with history lies a desire to 
escape the past that an ideology of progress keeps instilling in us all, a desire to keep it 
at arm‘s length. Cultural memory must bridge this gap.423 
 
The past infiltrates the present with its traces and memories that are both 
material and semiotic in terms of visual framing.
424
 The interaction is an effect of a 
collective operation, social and cultural structure, rather than simple historic longing. 
The past is incorporated polemically in order to restructure the present; to, as Bal 
suggests, saturate it.
425
 It is a postmodern challenge not only to question the concept of 
narrativity but also of originality. This juncture is a site of reframing and overwriting, 
                                                        
419 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., pp. 6, 7 
420 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 22 
421 Welsch, Wolfgang, 'Transculturality- the Puzzling Form of Cultures Today', updated 03 November 2000, 
http://www2.uni-jena.de/welsch/Papers/transcultSociety.html, consulted 25 April 2008 
422 For more on Bal‘s ‗cultural memory‘, refer to: Bal, Mieke. ‗Memories in the Museum: Preposterous Histories for 
Today‘, in Bal, Mieke, Crewe, Jonathan and Spitzer, Leo (eds). Acts of memory. Cultural Recall in the Present. 
Hanover and London: Dartmouth College, 1999, pp. 171-190; For Welsch views, see: Welsch, Wolfgang, 
'Rethinking Identity in the Age of Globalization - a Transcultural Perspective', updated 22 October 2007, 
http://www2.uni-jena.de/welsch/start.html, consulted 25 April 2008 
423 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 172 
424 For more information on semiotics, as a theory of framing, see: Bal, Mieke. Quoting Caravaggio. Contemporary 
Art, Preposterous History. op. cit., pp. 246-247 
425 Bal, Mieke. ‗Introduction‘, in Bal, Mieke, Crewe, Jonathan and Spitzer, Leo (eds). Acts of memory. Cultural 
Recall in the Present. Hanover and London: Dartmouth College, 1999, p. XI 
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often also motivating monumentality for current aesthetics.
426
 The preposterousness 
points out that the past can be expanded and displaced, scrutinising the present. Those 
two temporalities function simultaneously and equally, altering the ‗original‘, moving 
time backwards and forwards, transforming the visual image, which begins to function 
not only superficially but also temporally. 
The concept of ‗preposterous history‘, discussed by Bal, is also undertaken by 
Patricia Parker.
427
 The author looks at various definitions of the term, which combines 
the posterus – what is behind or after – with the prae – what happened in front. ‗Pre‘ 
comes before ‗post‘, the order is disrupted. Baudrillard, among others, remarks that 
everything has happened before.
428
 Perhaps history with its tropes, forms and discourses 
are not being re-worked but un-worked? Baudrillard remarks that: 
 
Everything changes meaning once the movement of History crosses this fatal 
demarcation line: the same events have different meanings depending on whether they 
take place in a history that is being made or in a history being unmade.
429
 
 
Perhaps some images, like that of Venus or Eros, need to become transparent 
first, in order to dress up in new meanings or play with some hackneyed ideas. This 
collision of the clarity of an icon can be exemplified by the stereotyped figures in 
Katharina Fritsch‘s sculptures – recognised pieces of myths and fairy tales – that crash 
with the unknown – new contexts and affiliations. Garden Sculpture (Torso) (2006-
2008), fig.14, represents a torso of a female, made in polyester and painted white. The 
body revisits classical Greek sculptures, multiplying the ideal and its re-appropriations 
throughout time, which resulted in fragmentation. The title and its reference to the 
garden suggest antique villas with its surroundings decorated with beautiful marble 
sculptures. Fritsch‘s contemporary and fragmentary Venus stands behind a black Figure 
of a Saint (St. Katharine) (2007), fig.15, and a bright yellow Madonna Figure (2007), 
fig.16. Bold colours and new materials transform the known objects into an open space, 
where their origin can be questioned and confronted. The hyperreal beings are 
suspended between reality and illusion, re-appropriating histories from various pasts to 
                                                        
426 For more information on the concept of monument and works of art as memory see: Huyssen, Andreas. 
‗Monumental Seduction‘, in Bal, Mieke, Crewe, Jonathan and Spitzer, Leo (eds). Acts of memory. Cultural Recall in 
the Present. Hanover and London: Dartmouth College, 1999, pp. 191-207 
427 Parker, Patricia. ‗Preposterous Events‘, Shakespeare Quarterly, vol. 43, no. 2, 1992, pp. 186 - 213 
428 Baudrillard, Jean. The Perfect Crime. London, New York: Verso, 2008, p. 1 
429 Baudrillard, Jean. The Perfect Crime. op. cit., p. 67 
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the very current socio-political setting. Precisely this re-using and re-turn saves the 
clichéd images, as suggested by Baudrillard: 
 
I have the impression that a good portion of art today is conspiring in a process of 
deterrence, a work of mourning the image and the imaginary, a work of aesthetic 
mourning. This work usually fails, leading to the general melancholy of the artistic 
sphere, which seems to survive by recycling its history and its vestiges.
430
 
 
Summary 
In this section I discussed the metaphor of travel that evokes the concept of the 
‗Eternal Return‘. I introduced the term of ‗para-classicism‘, which will serve 
throughout this thesis to describe contemporary sculptural works applying the classical 
trope, but fragmented, engendered and ambiguous in terms of the relationship between 
the past and the present. It relies on various applications of the fragment – either as 
illusion or as simulation. These ideas, contextualised in Bal‘s preposterous history 
resonate with Mitoraj‘s and Quinn‘s works who, in very different ways, portray 
transformations and journey of the body – both external and internal. 
The metaphor of travel and the concept of ‗preposteriority‘ weave a net of 
meanings, times and places that return and re-turn. I introduced the above ideas in order 
to be able to look at the re-emergence of notions of beauty and the classical. As only 
simulation is now possible, migrations of forms, repetitions and re-appropriations allow 
‗trans‘ – aesthetics, beauty, and body. Baudrillard remarks: ‗It seems we are slated for 
an infinite retrospective of everything that preceded us.‘431 
 
 
 
 
 
 
 
 
 
                                                        
430 Baudrillard, Jean. ‗Art…Contemporary of Itself‘, in The Conspiracy of Art. New York: Semiotext(e), 2005, p. 97 
431 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, op. cit., p. 111 
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Section 4 Simulation and the copy of the classical 
„It‟s [simulation] the illness of aestheticization.‟ 
 
This section introduces the concept of simulation, which advocates the current 
emerging replicas and calques of the past, blurring the distinction between the original 
and the copy. As in Quinn‘s and Mitoraj‘s sculptures, the original is only a point of 
reference to play with. The created illusions generate aestheticism. Nevertheless, this 
new beauty is no longer immaculate and complete. It seems to be fragmented. I will 
introduce the idea of simulation in Baudrillard‘s account, looking at the ‗classical‘ as a 
past trope, which re-appears constantly in sculpture. 
 
„Simulation‟ 
The contemporary ‗generalised aesthetics‘ state is finalised in 
‗Disneyfication‘432 – simulacrum and virtualisation. Baudrillard contends that 
‗everything can have a second birth, the eternal birth of the simulacrum.‘433 He suggests 
that there exist three models of simulacra. The first one – an imagined utopia - refers to 
the image and the imitation aiming for ‗the restitution or the ideal institution of nature 
made in God‘s image‘.434 The next – where science fiction is inscribed - adopts 
everything that derives from the system of production, liberating energy, also of desire. 
The last order is the one of ‗simulacra and simulation‘: hyperreality founded on 
information and models, where ‗the good old imaginary of science fiction is dead and 
that something else is in the process of emerging (not only in fiction but in theory as 
well)‘.435 In this research I focus on the latter category of an illusive and a new 
implosive era, where nothing is sure and nothing can be undoubtedly defined. The 
emerging replicas generate trompe l’oeils and an outrageous aestheticism of camp. 
Concepts that I examine – that of beauty and the classical, the ungendered body and the 
‗new desire‘ – belong to this system of hyperreality that, according to Baudrillard, 
marks the end of metaphysics and the extermination of science fiction and phasms.
436
 I 
inscribe the re-turn to beauty, and all the implications it evokes, in the current attempt 
to re-actualise this new fragmented and distorted space. The reality of ‗para-‘ - topisms, 
                                                        
432 Baudrillard, Jean. ‗Starting from Andy Warhol‘, op. cit., p. 53 
433 Baudrillard, Jean. America. op. cit., p. 41 
434 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 121 
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logisms, chronisms – coordinates the past, the present and the future, in an 
amalgamation of what Baudrillard calls, ‗mental, temporal, spatial, signaletic‘.437 There 
is no longer any double, binary - male or female, real or false, ugly or beautiful – 
 
[…] one is always already in the other world, which  is no longer an other, without a 
mirror, a projection, or a utopia that can reflect it [...] we will no longer even pass 
through to ―the other side of the mirror‖, that was still the golden age of 
transcendence‘.438 
 
However, there is still a chance for the existence of the mirror formula, but in 
the new ‗post-narcissistic‘ edition. If the mirror is adapted to history seen as 
reconstruction, it becomes the only medium to read images, to project them or 
tautologically combine.
439
 It incorporates the de-naturalised and then pluralised 
tradition, ‗preposteriority‘; as only then, according to Bal,440 can transcendence 
communicate and reiterate the past, and only then are various concepts – myths, tropes, 
histories – allowed to travel.441 This new situation, called by Bal the ‗renewed 
authenticity‘, frames images, put ‗forward as beautiful in a culture replete with false 
claims to an authenticity based on myths of origin and tired of ‗beauty‘.‘442  
Works of Mitoraj simulate past models, forms and histories. They are inscribed 
in the postmodern hyperreality that blurs the distinction between the origin and the 
copy. Various referentials – historic, sociological, sexual or aesthetic – coincide in an 
attempt to construct wholeness from Bal‘s ‗traces‘ of the past or Baudrillard‘s 
‗miniaturized cells, matrices, and memory banks‘ that can be endlessly reproduced.443 
Simulation is a threat to the real or true and to the imagined or falsified. According to 
Baudrillard: 
 
By crossing into a space whose curvature is no longer that of the real, nor that of truth, 
the era of simulation is inaugurated by liquidation of all referentials – worse: with their 
artificial resurrection in the systems of signs.
444
 
                                                        
437 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 125 
438 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 125  
439 Bal, Mieke. Travelling Concepts in the Humanities: A Rough Guide.  op. cit., p. 90 
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This causes the era of binary combinations – where distinct poles collapse into one 
another, blurring the beginning and the end - and new resurrections that no longer bear 
traditionally attributed meanings. Everything has become manipulated. What happens 
to icons such as the ‗classical‘, the ‗original‘, ‗form‘ and ‗beauty‘ when they are 
multiplied in simulacra? What is visible now does not incarnate the same images and 
meanings that were once possessed. In the past, Iconoclasts feared the authority of 
simulacra and its possibility to show. The current urge to embody and represent, 
produces visible icons substituting ideas, deploying the imaginary of its power and 
pumping it with superficial fascination.  It functions like the whole Western belief in 
representation, which Baudrillard articulates as follows: 
 
[…] a sign could refer to the depth of meaning, that a sign could be exchanged for 
meaning and that something could guarantee this exchange – God of course. But what 
if God himself can be simulated, that is to say can be reduced to the signs that constitute 
faith?
445
 
 
In this scenario, simulacrum – a utopia of equality - emerges. It differs from 
representation as the sign is reversed from the real and the whole system of 
representation becomes simulacrum itself. Baudrillard describes phases that constitute 
the image – as though in the mirror formula:446 from reflecting reality, disguising it, 
through masking its absence to a break, dissimulation of nothing, where reality exists 
no more.
447
  In this new era of ‗simulacrum and simulation‘, there is ‗no longer a last 
judgment to separate the false from the true, the real from its artificial resurrection, as 
everything is already dead and resurrected in advance.‘448 And so is also the classical 
that returns with its myths and tropes. Notwithstanding its likeness to the past, it is now 
frozen and sterilised. Its forms and meanings are hallucinated and duplicated, 
annihilating the difference between the original and the resurrected. Also beauty 
becomes a historical (or hysterical?) retrospection of some past symbolic forms.  
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446 The concept of the mirror and its connotations will be discussed in chapter four. 
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There is a plethora of myths of origin and of signs of reality – a plethora of truth, of 
secondary objectivity, and authenticity. Escalation of the true, of lived experience, 
resurrection of the figurative where the object and substance have disappeared.
449
 
 
Contemporary replicas of the past 
Baudrillard‘s simulation refers to the existence of replicas of replicas, calques of 
the past where there is no original any more. The copy has endlessly recycled itself and 
proliferated thus annulling any source. The contemporary re-emergence of the classical 
in sculpture can thus be seen as not a direct quotation of the past – its themes, theories 
and beliefs – as in neoclassical Canova‘s works, but as a mystification, make-up 
concealing and re-inventing another and yet another replica lying underneath. The 
classical functions as a metaphor for the Kantian ornament.
450
 It is a mask that conceals 
the true object of desire – the body? the interior? The sculptural fragmentation, scars, 
marks or wholeness, are just the costume that divert from the truth. They are seducing 
with the surface. As Baudrillard suggests: 
 
And if thought takes off its dress, it is not to reveal itself naked, it is not to unveil the 
secret of what had been hidden until then, it is to make the body appear as definitely 
enigmatic, definitely secret, as a pure object whose secret will never be lifted and has 
no need to be lifted.
451
 
 
The visible order – of the body – is only restored contemporarily, not embalmed 
in an attempt to immortalise the unseen. It functions as a continuum of the past that we 
can look at, reminding us of the origin that no longer exists and can only be exhumed 
by a false revival. Representation is currently politicised, as it has already entered 
hyper-simulation and the connected concept of parody. Everything has become 
excessive and transparent with no centre or periphery. Embodied beauty also becomes a 
‗retrospective hallucination‘,452 juggling with phantasms and illusions. It performs with 
its models – Venuses, classical bodies, perfection – but now it only reworks some new 
twists. It is as Baudrillard‘s Disneyland – a territory, where 
 
                                                        
449 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 6 
450 Kantian notion of parergon with reference to Derrida will be discussed in chapter three. 
451 Baudrillard, Jean. ‗Dust Breeding‘, in The Conspiracy of Art. New York: Semiotext(e), 2005, p. 186 
452 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 11 
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Everywhere today one must recycle waste, and the dreams, the phantasms, the 
historical, fairylike, legendary imaginary of children and adults in a waste product, the 
first great toxic excrement of a hyperreal civilization. [...] everywhere one recycles lost 
faculties, or lost bodies, or lost sociality, or the lost taste for food.
453
 
 
Has the meaning of beauty been already exhausted? It now exists adopting 
artificial signs and past myths. Without much doubt, the concept of beauty is 
resurrected in a new form, hard to classify. In the postmodern reality it is re-configured 
– still resembling its lost referential but also proving it cannot return to the traditional 
form. Paradoxically, in this simulated hyperreality, beauty does not resemble anything 
besides the empty figure of representation. It plagiarises its forms – perfect, 
symmetrical, harmonious – and re-activates its classics – Venuses. The copy is more 
perfect than the original but all values are completely neutralised.  
Mitoraj‘s smooth classical bodies are fragmented. Quirinus (1987), fig.17, 
represents a male torso with a disc or a shield with a figure of a warrior. Both bodies – 
athletic and muscular - follow the antique canon in their form. However, wholeness is 
constituted from dissections and partiality. The fragmented corporeal - as though an 
excavated ancient sculpture that lost its limbs throughout history – also has a separated 
skin. The torso consists of layers, which are welded together and fixed with screws. The 
classical coexists with contemporary technology, square, geometrical cuts and 
industrialism. Wholeness is simulated by the use of the classical ideal. As a result, a 
new incomplete completeness emerges. 
  Quinn‘s sculpture of Stuart Penn (2000), fig.18, is a more direct representation 
of this new ‗whole‘ body. Through the use of the prosthetic imagination, together with 
projection and looking for supplements and completion, the portrayed body seems 
perfect and beautiful. Sculptured in a dynamic pose in an immaculate white marble; 
muscular and well built – it recalls bodies of Greek athletes. Stuart Penn, who modelled 
for the work, is a professional Tae Kwon Do and fitness instructor. He is also an 
amputee. His body is already complete, even if missing limbs. It is exactly the same as 
the body of the Venus de Milo, which lacks arms. It does not need any projected 
prosthesis.
454
 
                                                        
453 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 13 
454 The concept of prosthetic beauty will be elaborated further in chapter three. I will also return to The Complete 
Marbles – a sculpture series by Marc Quinn portraying people missing limbs. 
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 These sculptures, employing the classical to represent the incomplete 
completeness, evoke the visual form but also the myth, something that still remains 
from the mirror reflection. The explosion of meaning is substituted with the implosion, 
but considered not as a regressive event.
455
 As Baudrillard suggests, ‗no more mirror of 
being and appearances, of the real and its concept.‘456 
 
Summary 
In this section I discussed Baudrillard‘s concept of simulation, Bal‘s ‗traces‘ of 
the past with reference to the contemporarily re-used in sculpture classical trope. I tried 
to show that the past is simulated and transformed through the contemporary mirror 
reflection. The re-appearing classical trope mimics the past, but also blurs the 
distinction between the original and the resurrected. Simulation is a threshold to 
concepts such as the ‗Imaginary‘ or the ‗mirror stage‘. It also allows me to further 
discuss notions of wholeness and fragmentation. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                        
455 According to Baudrillard (Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 73) events of May 1968 were 
the first implosive reaction that responded to the saturation of the social, the power and the institution. Since then, the 
social expands, for instance by such ideas as participation. The implosion of beauty has very similar consequences, 
which on one hand open up the concept and, on the other, reverse it. For more on the concept of implosion, refer to: 
Baudrillard, Jean. Simulacra and Simulation. op. cit., pp. 82, 83 
456 Baudrillard, Jean. Simulacra and Simulation. op. cit., p. 2 
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Section 5 Quotation, looking back and politics of the gaze 
„Art has become quotation, reappropriation, and gives the impression of an 
indefinite resuscitation of its own forms.‟457  
 
In previous sections I discussed the migration of aesthetics, travelling in general 
and the process of simulation. I also introduced, in chapter one of the thesis, Lyotard‘s 
concepts of paratopisms, paralogisms, and parachronisms that structure this thesis. To 
move further and discuss the implications of the re-turn of beauty and the liberation of 
the gendered body, I would like to present the last element of the puzzle of 
‗preposterousness‘ – the act of quoting. Adapting forms, meanings and tropes from the 
past, re-locating them and re-working them enable us to see things differently. The 
concept of otherness will return in a number of ways in this research. Also, looking and 
the gaze will be briefly discussed in this section in order to emphasise how we see time, 
forms and objects. It will also introduce ‗woman‘ as an imagined utopian projection in 
the male gaze. This preliminary ‗look‘ at the figure of Venus will be expanded in the 
following chapter, where she will be juxtaposed with Medusa – her opposite, but at the 
same time attain completion. 
 
Quotation 
In Baudrillard‘s account, currently we are playing with reality, which wears the 
mask of illusion and an incredible resemblance. It has become trompe l’oeil, ‗too good 
to be true‘: ‗a figuration beyond representation‘.458 Perfection and the ideal – stripped of 
aestheticism, pure forms, transparent - only highlight the illusion, ironically reminding 
us of the past and what is already gone.  The act of re-appropriating and quoting is a 
particular moment,  
 
[…] a reorientation which brings the return, in no particular order – and now with no 
aesthetic necessity – of all the deconstructed forms and figures. Restoration, 
rehabilitation, repentance – recurrences and recycling. All that had disappeared 
reappears. But it no longer has the same meaning, and it no longer has anything to do 
with aesthetic adventure. We‘re in the order of fetishism without end, because that end 
is behind us.
459
 
                                                        
457 Baudrillard, Jean. ‗Starting from Andy Warhol‘, op. cit., p. 55 
458 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., p. 108 
459 Baudrillard, Jean. Paroxysm. Interviews with Philippe Petit. op. cit., p. 109 
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Mieke Bal aptly summarises the definition and the complications arising while 
quoting. It might refer to a common art practice – ‗quotationalism‘. However, as the 
concept is correlated to iconography and intertextuality – through re-working and 
adopting of previous forms, images and texts - it might be seen beyond a simple 
meaning transfer.
460
 While quoted, not only the motif and meaning are recycled, but 
also the sign, which might be thus simply re-inserted in a new context, or quite the 
opposite – ironised, reversed or parodied. According to Linda Hutcheon, parody has the 
power to renew both particular works of art and generic iconic conventions. It 
challenges the original meaning and offers new signifieds for the already established 
signifier.
461
 In Hutcheon‘s account it is a form of imitation by ironic inversion: ‗parodic 
trans-contextualisation‘,462 re-visioning the past incorporating the concept of difference 
and critical distance. Such are the works of Katharina Fritsch, for example, who, as 
already mentioned, re-painted in bright colours and re-contextualised figures of 
Madonnas and St. Katharine. There, the commonly recognised images and symbols are 
supplemented by not replacing the past but adding to it. They are shocking but not 
because they are iconoclastic. They are not. And neither are Quinn‘s and Mitoraj‘s 
figures. They provoke, because they venerate the representations, celebrate the object, 
resituating it and removing it from the known tradition. They are a bit of what Susan 
Sontag calls ‗Camp‘,463 which ‗sees everything in quotation marks‘, repeats relations to 
styles that were provocative.
464
 The historical effect coexists with the contemporaneous 
twist – re-contextualising and quoting. Those sculptures are iconophilic - the traditional 
and the recognisable are shocking due to the new unexpected context or use of forms. 
The aestheticisation of what is difficult – as for instance in a recurring, in Mitoraj‘s 
works, motif of Eros and Thanatos or in Quinn‘s representations of disabled bodies – 
offers to look differently.  It enables one to look, as I will argue further ‗at the Medusa 
straight on‘,465 to see, what Bal calls: 
 
                                                        
460 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., pp. 8 - 16 
461 Hutcheon, Linda. A theory of parody: the teachings of twentieth-century art forms. op. cit. 
462 Hutcheon, Linda. A theory of parody: the teachings of twentieth-century art forms. op. cit., p. 8 
463 For more on Camp see: Meyer, Moe (ed). The Politics and Poetics of Camp. London, New York: Routledge, 
1994; Cleto, Fabio (ed). Camp: Queer Aesthetics and the Performing Subject. Ann Arbor: University of Michigan 
Press, 1999 
464Sontag, Susan (1964), ‗Notes on ‗Camp‘, updated 7 December 2008, 
http://interglacial.com/~sburke/pub/prose/Susan_Sontag_-_Notes_on_Camp.html, consulted 29 January 2010 
465 Cixous, Hélène. ‗The Laugh of the Medusa‘, in Courtivron, Isabelle de and Marks, Elaine (eds.). New French 
Feminisms: An Anthology. Brighton: The Harvester Press, 1981, p. 255 
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[…] an alternative temporality in which the past is subsumed but not lost in the present, 
because the present itself, its pace and instantaneity, is called to a halt, slowed down, 
and made an object of reflection.
466
  
 
Another kind of bricolage or citation, inviting and juxtaposing representations 
from many sources, is embedded in the concept of collage. It transfers fragments 
between contexts. Gregory L. Ulmer recognises four characteristics of the technique: 
‗découpage (or severing), the preformed or extant messages or materials, the 
assemblage (montage) and the discontinuity or heterogeneity‘.467 Collage creates a new 
mimesis, new alternative models and new references. It produces differences and 
otherness. Such are Mitoraj‘s works where he creates close-ups, juxtaposes fragments 
and incomplete details, without a proof of conclusion. Torso di Ikaro (2002), fig.19, 
represents a fragment of a male body falling to the ground. The muscular and athletic 
torso is supported from the back by Medusa‘s head – initially invisible. She has her 
eyes and mouth wide open even though her face is strangled with bandages. Locks of 
her hair become snakes, writhing around her beautiful face and wings attached to her 
head. Icarus‘ body evokes classical Greek sculptures. However, his skin is not smooth 
and perfect – it is covered in dust and soil as though the torso was excavated after 
centuries of being buried in the ground. Mitoraj‘s sculptures function as though they 
have already happened. Myths and tropes are like re-appropriated passages and 
citations. The host classical body, the point of reference, is strangled with quotations, as 
parasites.  
Quotation, by creating a hotchpotch of fragments of reality, ‗reinforces 
mimesis‘, as Bal calls it.468 These pieces ‗function as shifters, allowing the presence of 
multiple realities within a single image.‘469 I would like to suggest that this kind of 
reflected dialogue functions as a mirror reflection, a pluralised meaning, a Narcissus-
like image, which is transformed by the act of multiplying.
470
 Through the act of 
quotation, the image and reality begin to function beyond the reference, beyond their 
mirrored reflections. Not only is this outer space fused, but also the inner/outer limit is 
being transgressed by the deconstruction of the narrative‘s structure. Tropes are sucked 
                                                        
466 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 65 
467 Ulmer, Gregory L. ‗The Object of Post-Criticism‘, in Foster, Hal. Postmodern Culture. London: Pluto, 1985, p. 84 
468 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 10 
469 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 10 
470 Concepts of the mirror stage, narcissism, mirror reflection and their consequences for the notion of beauty and 
corporeal representations will be discussed in chapter four. 
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from the outside in and expelled from the inside out. The past is neither contradicted 
nor eclipsed by the present. It is embedded in the current vision, looking back and re-
translating meanings. The simple return of forms and structures, fairly universal, is 
called by Bal ‗paronthocentrism, a ―natural‖ centring on the present as the outcome of 
the development‘.471 The present, in its own interpretation, needs to be inscribed as a 
historical moment, needs to become ‗transhistorical‘. 
 
„The presentness of the past‟ 
Quotation establishes the existence of traces of the past in the presence. It looks 
for, what Bal names ‗aesthetic nostalgia‘ – ‗a nostalgia for an aesthetic and for a 
sensibility that never existed before the subject of the memory infused it with 
correlative engagement.‘472 The reason I invoke the act of memory here is because 
returning to the past as an object of nostalgic longing is adopted in this research. Bal 
remarks: 
 
The image does not represent our memories but presents to us a memory we can no 
longer disavow. This can be seen as an emblem of ―acts of memory‖ and of their 
importance for a cultural politics today.
473
 
 
The aesthetics of perfect beauty is not restricted to meaninglessness because of 
the surface and ornamentalism.
474
 Mitoraj‘s multiple framing of classicism – its forms, 
philosophies and myths - functions as a paradigm for the many layers of the 
contemporary understanding of the past. It is a manipulation of signs and, what Craig 
Owens calls a ‗simulation of mastery‘,475 in this case of classicism. Beauty seems 
nostalgic in his works, but not sentimental, I think. I would not agree it is regressive. 
Rather, it re-appears as a distant memory, something that did not exist; something 
invoked in order to show what the present longs for. ‗By offering beauty‘, as Bal 
remarks, ‗it helps us to realise how perverse any attempt to separate aesthetics from 
ethical and political concerns really is‘.476 Again, this nostalgia evokes the Lacanian 
mirror stage and the ‗Imaginary‘, allowing identity to be constructed. It attracts, as the 
                                                        
471 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 18 
472 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 67 
473 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 68 
474 Concepts of the surface and the outside form will be discussed in detail in chapter three and four. In my future 
research I hope to develop the connection between aesthetics, the concept of perfection and the politics of vision. 
475 Owens, Craig. ‗The Discourse of Others: Feminists and Postmodernism‘, op. cit., p. 67 
476 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 70 
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surface of mirror and pulls in. It seduces with the self and the other in the 
misrecognition of the mirror phase.
477
  
Remembering by invoking what was once erased or lost might refer to ruins of 
the past, as in romantic nostalgia, where the past attracted with its ‗distance‘ or, as I 
think it happens contemporarily, it can serve as an opposition. The current nostalgic re-
turn to the past functions not as a memorial but a patchwork composed of re-used 
memories of different origins and pre-existing times. All these fragments of histories 
and images are loaded with remembrance that changes over time. This temporal 
aspect
478
 builds what Bal calls ‗the presentness of the past‘479. 
 
The politics of vision 
 The act of quotation inevitably evokes the politics of looking and the gaze. Bal 
refers to looking as problematic, dangerous and gendered. I apply the notion of gaze-
look
480
 with reference to Lacan‘s visual order – part of the ‗Symbolic‘, visual aspect of 
the cultural – that captures the subject and explains the world. The mirror – the looking 
back - never ends as the reflection always has to reiterate itself. Bal suggests: 
 
If looking [...] consists of embedding or adapting that which is there to see outside of us 
into our stock of unconscious memories, then these are self-memories, and looking is 
self-looking; looking ―through‖ or ―with‖ self-images from the past that we carry with 
us, and which we have filled with illusionary fulfilment.
481
 
 
The act of looking also implies such ideas as focalisation, performativity or iconicity.
482
 
Combining different shades of gaze articulates the movement – travelling between the 
visual and the narrative. Bal suggests that this might empower the object of look - 
                                                        
477 The concept of seduction will be discussed in depth in chapter four where also Lacan‘s notion of the ‗mirror 
stage‘ is developed further. 
478 In my future research I hope to develop an associated concept of semiosis, where various signs are developed 
from and in one another. Saussure‘s semiotic theory and the consequent Lacan‘s and Derrida‘s concepts of the sign 
as an interpretent serve as a basis. Interestingly, semiosis is attributed to the temporal process by Charles Sanders 
Peirce (see: Peirce, Charles Sanders. ‗Logic as Semiotic: The Theory of Signs‘, in Innis, Robert E. (ed.) Semiotics: 
An Introductory Anthology. Bloomington: Indiana University Press, 1984, pp. 4 – 23; Bal, Mieke. Quoting 
Caravaggio. Contemporary Art, Preposterous History. op. cit., pp. 129-135). In my future research I also hope to 
develop the concept of the continuum and the resonating Leibnizian idea of a labyrinth encapsulating the body that 
extends the labyrinth spatially and temporarily.  
479 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 105 
480 The concept of the gaze establishes a frame, whereas the look directs to who is actually looking. In the story of 
Narcissus - which will be discussed in chapter three – this dichotomy between the gaze and the look and the lack of 
subordination, that will also result in the new image of the ‗woman‘ and the body, is best embodied.  
481 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 198 
482 For an overview of the concepts associated with the ‗look‘, see: Bal, Mieke. Travelling Concepts in the 
Humanities: A Rough Guide.  op. cit., pp. 35 - 46 
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disobjectifying and discolonising it – allowing for various cultural, temporal and spatial 
frames. The envisioning process can become more mobile and dynamic.
483
 
In the context of the gaze, Bal evokes the concept of iconophobia and 
gynophobia.
484
 The latter refers to the fear of woman – horror feminae – that is best 
embodied in the myth of Medusa, who murdered by petrifaction everyone who dared to 
look at her. Her own gaze that was reflected in the mirror of Perseus‘s shield finally 
killed her. The myth embodies both participants of looking – the observer and the 
observed. It also encapsulates the metaphor of the mirror and the myth of Narcissus – 
both as the emergence of subjectivity and as a simple reflection.
485
 Medusa becomes 
femme fatale, a contemporary Venus, irrevocably connected to vision on two levels. 
Firstly, she died because of the visual and secondly, she killed by her gaze – it was 
enough just to look at her or just to be looked at by her. Interestingly, also the figure of 
Venus constantly disappears and comes back again because of the external, the visible. 
Both myths are precisely about looking, in a very broad sense. Medusa‘s or woman‘s 
eyes in many artworks are bound, empty or averted – as for instance in Mitoraj‘s 
Gorgona (2000), fig.20, where instead of eyes there are void orbits; Eclisse Bianca 
(2000), fig.21, where the whole face is tightly wrapped in bandages; or Donne I (1989), 
fid.22, where the eyes of the two figures are closed, while the third woman cannot look 
as her eyes are enveloped in textile.  
Medusa is portrayed as though she looked away. She is petrified by her 
monstrosity or perhaps even femininity. I would like to propose that it is the male gaze 
that terrifies her. As the embodiment of Venus, she might seduce and attract, but again 
– she will be imprisoned in the masculine projection of femininity.486 Marc Quinn‘s The 
Ecstatic Autogenis of Pamela (2010), fig.4, one of the works displayed at the exhibition 
Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas at White Cube (2010), 
represents a double figure, wearing a bikini and high heels, of a celebrity – Pamela 
Anderson, who has transformed her body within the limits of the mainstream culture, 
not changing it excessively. The two versions, as though mirroring each other, derive 
from the same individual and split into two. There are slight differences between both 
                                                        
483 Bal, Mieke. Travelling Concepts in the Humanities: A Rough Guide.  op. cit., p. 39 
484 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 135 
485 For the purpose of this research, I adopt the process of seeing in the myth of Medusa and Narcissus. As both 
figures conflate various narratives and significances, they will be discussed in detail in the following two chapters. 
486 For the connection between the myth of Venus and Medusa, refer to the next chapter. Consequently, the 
projection of femininity in the male gaze will be discussed in chapter four with reference to the figure of Venus, the 
concept of beauty and the trope of the classical. 
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‗Pamelas‘, as for instance the lack of a clearly defined navel in one from the pair. Both 
‗twins‘ are immaculately executed in bronze. By creating the sculpture of Pamela, 
Quinn shows how accustomed we are to plastic surgery and how common it is. 
Pamela‘s figure is the one in the show that does not shock by its bodily transformation. 
It strikes with something else. Pamela‘s bodily transformation represents the female‘s 
image created according to the male‘s gaze and the projected ideal stereotype of a tiny 
figure with huge breasts, pumped lips wrapped in a bikini and wearing extraordinarily 
high heels. 
Craig Owens suggested that woman as the subject of representation had been 
excluded from the system of power. ‗She‘ appeared as an object, but was absent within 
culture. In postmodernism the ‗woman‘ returned as a figure for the unpresentable, for 
instance, the sublime or the truth. However, the only way for the ‗woman‘ to speak is 
still to assume the masculine role, which often leads to her false representation, 
compared to simulation and falseness.
487
 
The act of looking embodies not only gynophobia but, I would even suggest 
caligynephobia or venustraphobia - the fear of ‗beautiful‘ women or even beauty. 
Nonetheless, as Bal reminds us, beauty is already embedded in the mirror stage, which 
inaugurates its existence and the need for it.
488
 The subject is attracted by the image 
seen in the reflection. It projects – as for instance Narcissus or Venus – his own beauty 
in the other, forming itself. Narcissus died as the image‘s erogenic effect seduced him, 
not allowing him to create the self. The mirror embodies the space that the body of the 
observer occupies but does not exist there. It is just the beginning of the formation of 
the new self. The boundary of the mirror thus creates the body, making it visible for the 
self and for others. Its frame constitutes a duplicated image of the body – of the self and 
its reflection. In the figure of Narcissus the representation is so beautiful that it can no 
longer function as a simple icon. It becomes what Bal calls ‗mirroring as a mirror‘, not 
a simulacrum, but a metaphoric substitution. ‗Leaning forward, Narcissus extends his 
body into our space‘, she remarks while discussing a painting of Caravaggio on the 
subject. The painted Narcissus reflects the narrative, reversing the mirror phase, 
extending the imaginary body instead of the real one. The illusion or trompe l’oeil - 
which is the only possibility after the disappearance of everything - comes to the outer 
                                                        
487 Owens, Craig. ‗The Discourse of Others: Feminists and Postmodernism‘, op. cit., pp. 57-82; In the following 
chapters I will discuss the possibility for the ‗woman‘ to speak through their ‗sexts‘ (Cixous‘s term). The concept of 
the feminine as a representation will be examined in the context of Medusa‘s myth. 
488 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 236 
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space, annihilating the real.
489
 It offers ‗the fragmentation of the body [...], the 
prosthetic illusion of wholeness that props the self up into existence, as a fiction, framed 
as a representation.‘490   
The mirror encapsulates the threshold of the visible and the fictional, 
‗preposterousness‘, and pastness. This kind of historicising look functions as a layer, a 
theatrical fake, trompe l’oeil.  It is worth reiterating Bal‘s argument on Narcissus: 
 
With any luck, the mirror that reflects the contemporary baroque [or classical] body in 
conjunction with the baroque [or classical] body, cracks but does not shatter, thus 
leaving us with a fragmentation that we can live with. Only within these cracks, and if 
we are mindful of them, can a conversation take place.
491
 
 
The male gaze 
The act of looking with reference to the erotic and sexual difference is 
investigated in Laura Mulvey‘s article Visual Pleasure and Narrative Cinema (1975).492 
The author examines the consequences of the male gaze for the ‗woman‘ and her 
image, as a lack and a castrated being in patriarchal culture. The woman signifies the 
male other, a silent container of meaning in contrast to the man who produces meaning. 
The phallocentrism also affects the various ways of seeing and the pleasure in 
looking.
493
 The assumptions – both aesthetic and political – are fed by the omnipresence 
of the figure of ideal woman – Venus – who manipulates visual pleasure. The 
patriarchal order is structured around formal beauty and implied erotic codes. It needs 
to be broken with the ‗new desire‘,494 which would be ‗transcending outworn and 
oppressive forms, or daring to break with normal pleasurable expectations in order to 
conceive a new language of desire‘.495 
The gaze, which in Lacan‘s theories refers to the subject who observes the 
image reflected in the mirror, confronting the exterior ‗other‘, implies the idea of 
staring back. Currently, the male gaze objectifying ‗woman‘ proposed by Mulvey is 
deconstructed and developed beyond heterosexual connotations. Other theorists rely on 
                                                        
489 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 245 
490 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 246 
491 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 261 
492 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), in Braudy, Leo and Cohen, Marshall (eds.). Film 
Theory and Criticism: Introductory Readings. New York: Oxford UP, 1999, pp. 833-844 
493 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), op. cit., p. 834 
494 The concept that I call the ‗new desire‘ will be discussed in detail in chapter four, where I focus on seduction in 
the postmodern context. 
495 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), op. cit., p. 835 
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lesbian, queer or transgender perspectives. Nalini Paul or Eva-Maria Jacobsson, among 
others,
496
 elaborated Mulvey‘s concept further bringing the idea of the ‗female gaze‘. 
Bracha Ettinger, who proposed the notion of a ‗Matrixial Gaze‘, offered yet another 
possibility to oppose Mulvey‘s account and the focus on the subject/object relation.497 
Ettinger refers to the Lacanian subject but deconstructs it and offers a new feminine 
difference with the ‗Matrixial Gaze‘, building upon co-emergence and ‗trans-
subjectivity‘. She critiques the phallic structure to discuss female/male differentiation. 
The ‗matrixial‘ realm offers a shareable dimension, where meanings, images and 
objects are seen before any opposition.
498
 
Another gaze, the pleasure of looking – Freudian ‗scopophilia‘ – associated with 
a curious gaze and voyeurism - is later developed in a narcissistic form.
499
 The woman 
is being looked at as a passive object subjected to the male gaze. Her representation is 
stolen, quoted and becomes extended by the phallocentric order in the illusion of a 
perfect body – for instance of Venus.500 Her image is reworked, inducing fetishistic and 
voyeuristic processes. Mulvey suggests, ‗far beyond highlighting a woman‘s to-be-
looked-at-ness, cinema builds the way she is to be looked at into the spectacle itself.‘501 
The woman functions as an illusion re-appropriated to the male gaze and the measure of 
desire, becoming ‗a one-dimensional fetish‘, ‗subordinated to the neurotic needs of the 
male ego‘.502  
The figure of Venus, embodying the female‘s ideal, is a quotation from the past, 
whose recognised perfect image fascinates. Her representation functions as a mirror 
image, which is more complete and perfect than the real experience.
503
 The recognition 
is lined with misrecognition – the ideal ego, a superior vision. The sculptural Venuses 
of Mitoraj, Quinn or Arman seem perfect. The fragmentation or ‗disability‘ are initially 
                                                        
496 Nalini, Paul. ‗Other Ways of Looking: The Female Gaze in Jean Rhys' Wide Sargasso Sea‘, eSharp, Spring 2004; 
Jacobsson, Eva-Maria, ‗A Female Gaze?‘, updated May 1999, http://cid.nada.kth.se/pdf/cid_51.pdf, consulted 11 
August 2010; For more on other gazes, e.g. ‗medical gaze‘, see: Foucault, Michel. The Birth of the Clinic: An 
Archaeology of Medical Perception. (1963) New York: Random House, 1996; ‗queer gaze‘, see: Wray, Tim, ‗The 
Queer Gaze‘, updated 2003, http://e-pub.uni-weimar.de/volltexte/2008/1335/pdf/wray.pdf, consulted 11 August 
2010; ‗lesbian gaze‘, see: Lewis, Reina. ‗Looking Good: The Lesbian Gaze and Fashion Imagery‘, Feminist Review, 
no 55, Spring 1997, pp. 92-109 
497 Ettinger, Bracha. The Matrixial Borderspace. Minnesota: University of Minnesota Press, 2006 
498 For a discussion on the ‗matrixial gaze‘, refer to: Giffney, Noreen, Mulhall, Anne and O'Rourke Michael. 
'Seduction into Reading: Bracha L. Ettinger's The Matrixial Borderspace', Studies in the Maternal, Issue 2, 2009  
499 For more information on scopophilia, see: Freud, Sigmund. Three essays on the theory of sexuality. (1905) 
London: Hogarth, 1962  
500 In case of Mulvey‘s article, it is the illusion of the cinema. 
501 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), op. cit., p. 843 
502 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), op. cit., p. 843 
503 In chapter three and four I will discuss the myth of Venus and its implications for the concept of beauty, 
perfection and the classical in detail. Here, Venus is mentioned as a form to be looked at, structured according to the 
male gaze. 
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unnoticed. The form functions as a mirror creating likeness, but, at the same time, 
difference. Venus is a structure to be looked at – as at another person with pleasure, as 
in scopophilia or as self-identification, as in narcissism. Neither mechanisms generate 
meaning, but idealise and eroticise complementing the ego and the libido with its 
fantasy.
504
 It is as the classical and perfect in sculpture that also articulate desire and 
transcend the imaginary beyond the lack and the abyss.
505
 
The female ‗form‘ is determined by the active male gaze projecting his own 
caprices on her. The ‗woman‘ is at the same time displayed as an object, and being 
looked at, making her a visual passive, desired accessory to the patriarchal imaginary. 
However, this mirroring of males‘ own fantasies also reminds us that ‗woman‘, as 
lacking the phallus, implies the idea of castration and looking at her might be difficult. 
Therefore, as Mulvey suggests: ‗Hence the look, pleasurable in form, can be threatening 
in content, and it is woman as representation/ image that crystallizes this paradox.‘506 
 
Summary 
In conclusion to this section, ‗woman‘ is still recognised and objectified 
sexually - as in figures of Venus – functioning as an icon, a recognised image that 
becomes a spectacle. She is literally exhibited – in museums, galleries, public spaces – 
as an isolated emblem. Nonetheless, she is only an apparent focus. The form is not 
enough to articulate the look. It is the male, in reality, who creates and holds the power. 
She is subjected to his gaze, his vision of her sexuality, appearance and behaviour. The 
male can escape the fear of castration either by demystifying ‗woman‘ or by fetishising 
her and hence denying castration. This, termed by Mulvey, ‗fetishistic scopophilia‘ 
creates the female‘s physical beauty, satisfying in the male gaze. Her image is styled 
and perfect, and she is not seen through her, but his look. 
 
 
 
 
 
 
                                                        
504 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), op. cit., p. 837 
505 Concepts of the lack and the abyss, represented by the myth of Medusa, will be discussed in chapter four. 
506 Mulvey, Laura. ‗Visual Pleasure and Narrative Cinema‘ (1975), op. cit., p. 837 
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Section 6 Conclusion 
 
The notion of the gaze, together with ‗aesthetics beyond aesthetics‘, quoting, 
looking to the past, present, future, to the sexual and the political, generates a reality 
that functions as a kaleidoscope. It puts different pieces together, in many 
combinations, creating a mosaic of possibilities. Current procedures – for instance 
irony, parody, fetish, camp – resonate with the hyper-visibility of everything. 
Consequently, everything can be consumed visually. Nevertheless, this does not 
provide any truth, it is just a costume made of very different pieces. Baudrillard 
suggests that: 
 
Quotation, simulation, reappropriation: current art has started to reappropriate in a more 
or less playful, more or less kitsch way all the forms and all the works of the distant or 
near past, even contemporary ones.
507
 
 
This reworking of the past intends to be ironic, but, according to Baudrillard, 
this irony of quotation is fossilised, as it results from the disillusionment.
508
 The 
endeavours – humorous, ironic or imitating and copying – parody the reality.  
Postmodern irony allows exploring alternative terrains, recognising various 
frameworks, relocating tropes and histories. It generates new connotations and 
references, departing from various points in history, spaces/contexts and meanings.  
‗Transaesthetics‘, the act of quotation, together with the politics of looking and 
the gaze, discussed in this chapter, serve as a tool in the following explorations of 
concepts such as the ‗new desire‘, the classical, wholeness and fragmentation, and the 
gendered body. The resurrection of forms in contemporary ‗para-classical‘ sculpture, 
the broadening of aesthetics, together with myths of Venus and Medusa will be 
discussed further with reference to the ‗post-narcissism‘, allowing otherness and ‗trans‘. 
Quoting is inscribed in returns. Therefore, with the re-appropriation of the notion of 
beauty, it is inevitable to look to the past. As Baudrillard remarks: 
 
But tangentially, everything is a quotation: everything is textualized in the past, 
everything has always already existed. Yet, this art of quotation, reappropriation, 
                                                        
507 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, op. cit., p. 111 
508 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, op. cit., p. 111 
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simultaneity, etc. is different. It plays on the fossilized irony of a culture that no longer 
believes in that value.
509
 
 
 
 
                                                        
509 Baudrillard, Jean. ‗Starting from Andy Warhol‘, op. cit., pp. 55-56 
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Chapter 3 Paralogisms         
Migration of beauty and ugliness 
 
Section 1 Introduction  
 
In the previous chapter I introduced key debates on aesthetics, discussing its 
definition, the key discourses from antiquity, and moving on to modernity and to 
theories that developed after the 1960s into ‗post-aesthetics‘ and Welsch‘s ‗aesthetics 
beyond aesthetics‘.  I also explored the metaphor of a journey and travelling across 
histories, times, spaces and myths. The concept of the ‗Eternal Return‘ and Bal‘s 
‗preposterous history‘ helped me to coin the term para-classicism, which will be 
debated further in this and the following chapter. I investigated the trope of the classical 
in the context of the Baudrillardian idea of simulation, the original and the copy. 
Finally, I moved on to discuss ‗quotation‘ as a process of constantly reviving and re-
adjusting already used forms and myths. This enables me to look in this chapter at 
notions of otherness, difference and fragmentation and develop further the previously 
discussed concept of the male gaze. 
Drawing on theories introduced in previous chapters, this chapter addresses the 
ideals of beauty that have shifted throughout time. It offers an opportunity to look 
beyond preconceived notions about ideal beauty and to consider that what is often 
regarded as ugly, grotesque or fragmented, can also be beautiful. The complex story of 
beauty is visualised by presenting the body, incorporating ideas of gender socio-
political and cultural contexts and formal modifications and manipulations of the body 
in the desire to make it even more ‗beautiful‘. Forms and tropes that occur currently in 
contemporary sculpture migrate from the past, together with the shifting status of 
beauty and aesthetics.  
James E. Swearingen and Joanne Cutting-Gray edited a book Extreme Beauty: 
aesthetics, politics, death
510
, a collection of essays questioning beauty in relation to its 
classical ideals of harmony and unity and the transgressing of boundaries.  Some 
authors approach the concept with reference to the sublime. Others interrogate whether 
beauty is finally freed from subjective aesthetic experience. Mario Perniola discusses 
the notion in the context of philosophical adventures of the twentieth century, outside 
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the frame of the traditional Kantian or Hegelian aesthetics.
511
 He presents the ‗thought 
of difference‘,512 introduced by Nietzsche, Freud and Heidegger, which allows 
ambiguity, also in approaching the concept of beauty. Twentieth century aesthetics is, 
according to Perniola, closer to the body.  
Referring to this binary beauty and the return to the body, this chapter examines 
contemporary images of the body within the works of Marc Quinn – trans-bodies and 
current Aphrodites and Apollos; Igor Mitoraj – Venuses and Medusas, Eros‘ and 
Thanatos‘; and also other sculptors incorporating ideas of perfection and imperfection, 
such as Arman, Jeff Koons, Banksy, among others.  Those embodiments will reflect the 
tension between the whole and the fragmented, the complete and the incomplete. 
Drawing on Bal‘s notion of ‗preposterous history‘,513 introduced in the previous 
chapter, I will go on to ‗frame‘ the image of the contemporaneous body. 
In the introduction to the catalogue exhibition A Disarming Beauty: ‘The ‘Venus 
de Milo’’ in 20th Century Art T. Marshall Rousseau mentions Venus as a contemporary 
icon, re-appropriated and re-produced in many art works.
514
 Without doubt, the Venus 
de Milo is one of the most reproduced sculptures in the history of art. She serves as a 
symbol for feminine beauty, eroticism, seduction, but also concerns about the body, its 
fragmentation, incompleteness and imperfect perfection. According to William Jeffett, 
the Venus de Milo re-appears again in the twentieth and the twenty-first century as the 
‗source material for a new, transgressive aesthetic‘,515 meaning that anything could be 
art.  
This chapter investigates the figure of Venus as the embodiment of perfection 
and imperfection; a recycled icon, widely reproduced and re-appropriated. The figure 
serves some artists – e.g. Arman or Jim Dine - as a personal iconography; for others, 
she becomes an incorporation of feminine beauty, sexuality and gender disintegrity. 
Deprived of limbs, Venus becomes a perfect metaphor for wholeness and 
fragmentation. Even though her figure has an established meaning and provokes certain 
responses, she still arouses controversies and inspires new transformations, termed by 
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512 Perniola, Mario. ‗Feeling the difference‘, op. cit., p. 4 
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Danto, ‗fresh appropriations‘516. Perhaps the figure of Venus has become too common, 
nearly invisible. Perhaps the current interest in her image and the re-turn of notions of 
beauty, perfection and sublime, some aspects of which I have already discussed, make 
her visible again, even hyper-visible. Edward Allington‘s Tame Time/ Aphrodite ad 
Infinitum (1986) represents a nearly endless series of Venus‘s representations composed 
in a form of an accordion. He compares her to a ‗form of disease that reproduces 
itself…awe inspiring and unstoppable.‘517 Venus‘s image has penetrated contemporary 
culture, even borrowing its name and unfading fame to a female reptile – Ninja toy. Her 
ideal image was violated and the heroine was cast in a new role of a seductress – 
engendered and sexual. 
And so, since the epidemic outburst in antiquity, the hysteria has spread. Venus 
is victimised, her image reproduced, the formal beauty and eroticism questioned, but 
she still survives. Even after Niki de Saint Phalle shot bullets of paint at ‗her‘ during her 
1962 performance. Even as the victim. Her bust was submerged in urine by Andres 
Serrano in Female Bust (1988) who then commented: ‗The Venus is physically broken 
but her spirit is not and so she is a survivor. That is maybe what we admire the most – 
the fact that she survives.‘518 
Therefore, the purpose of this chapter is to show that the ideal of the classical 
body, represented by the figure of Venus, based on notions of proportion, symmetry and 
wholeness has navigated towards the present mutilated body, embodied in Medusa‘s 
images. The body needs to be seen as a dialectic between wholeness and fragmentation. 
It needs to be investigated beyond notions of completeness and wholeness. The 
negative space, the fragment or the missing part; that all refer to lack or disability, are 
the essence of the body, its components that define its cultural contemporaneous 
construction. Hence, the classical body, the ideal perfect complete figure is irrelevant. It 
is only a frame towards contemporary decomposed figures. Considering the 
contemporary para-classical body needs a mirror shield, like the one of Perseus that 
would reflect Medusa‘s terrifying gaze. It needs to enchant wholeness by imaginatively 
bringing the parts together, and creating a fragmentary new whole.  
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Section 2 Transformations of the body  
 
This section looks at the body as a malleable material, which can be transformed 
and recomposed to express the self. It urges to search for identity beyond determined 
limits – sexual or cultural. Therefore, I introduce the recent interest, in art and science, 
in the body as a physical being but most importantly as a corporation and a metaphor. I 
investigate chosen sculptural examples of how the body might be changed and how it is 
fragmented, even though it may seem perfect and whole. 
 
Contemporary „autopsy‟ of the body 
The current interest in the form of the body, its functionality, associated motifs 
and notions, intertwinement with science and technology is illustrated by a number of 
events and publications on the topic. The recent Marc Quinn exhibition at White Cube 
gallery in London Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas 
(2010) focuses on bodily transformations. A Channel 4 programme in 1998, followed 
by a book and an exhibition Vile Bodies, an exhibition Spectacular Bodies and an 
exhibition Psycho: Art and Anatomy in Anne Faggionato Gallery, both in London in 
2000, question, shock and polemicise with bodily taboos.
519
 The recent dialogue with 
the body involves it as a physical being – a composition of limbs, skin, muscles and 
various materials, but also – or, perhaps, predominantly in the case of my research – as 
a metaphor – a corporation, personification, embodiment or an aggregate of different 
bodies – for instance social, political or sexual. What Tom Flynn called the ‗now lost, 
complete body‘520 is frequently viewed as ‗divine architecture‘,521 representing a certain 
relation of its parts. Particularly in Western cultural tradition, which I focus on, but also 
in other cultures, it is explored with relation to concepts of birth and death and the 
transcendent divine.
522
 The obsession with representing it is manifested not only by 
sculptors, painters or architects, but also by makers of wax anatomies and models.  
Contemporarily, the Renaissance knowledge of anatomy and avant-garde 
explorations of the body, as a system controlling motions and emotions, blend together 
in sculptural investigations on the human form. The body does not have to be 
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to Now, op. cit., p. 11 
522 Yasuo, Yuasa, Shigenori, Nagatomo and Kasulis, Thomas P. The Body. Toward an Eastern Mind-Body Theory. 
New York: State University of Ney York Press, 1987 
 
 
125 
necessarily naturalistic or subjected to physiognomic correctness, even though it often 
is, as in Mitoraj‘s or Quinn‘s works. In the Complete Marbles, a series of sculptures 
created between 1999 and 2001, Quinn explored the imperfect appearance that is often 
perceived as a mental weakness.
523
  The Chemical Life Support (2005) investigated, on 
the contrary, the perfect bodies that were able to exist only thanks to various 
medications. Both series suggest that physiognomy, the appearance, and the skin; what 
is superficial – often hides the true identity or conceals it. The most recent Quinn 
exhibition also examines the perfect exterior, which is a result of plastic surgeries, 
hormonal treatments, skin bleaching or other changes to the body that construct identity 
and corporeality. 
The image of the human figure re-instates and performs acts of disclosure – 
scientific and societal. The body is dissected again, as previously in Renaissance 
teaching autopsies and anatomy lessons.
524
 Nonetheless, currently fragmentation is 
suppressed by the politics of gender, abstracting from patriarchal power and attitudes. It 
urges us to see gender, beauty and ugliness - not a specific sex - as its primary identity, 
drawing on its cultural determination. 
The focus on the signs and the appearance in Western tradition is founded on the 
Aristotelian treatise De physiognomia examining how the inner is expressed by the 
outer.
525
 Ideas, such as the eyes that were widely believed to be windows of the soul, 
were applied continuously by various social groups. Even in criminology, at the end of 
the nineteenth century, Cesare Lombroso examined different anatomical features and 
defects, determining, on this basis, the fundamental criminal types. Those recognisable 
traits were supposed to help even in deciding someone‘s guilt.526 Other attempts, 
involving physiognomies, to construct a general set of criteria to describe the human 
form, were conducted by Johann Caspar Lavater. He tried to calculate forms of heads 
based on mathematical and physical calculations.
527
 Those are just a few examples of 
how the body was used for categorising and determining ‗the inner‘, or, as currently, 
contextualised in the socio-political dimensions with gender implications. 
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The malleable body 
Art and science melt together, both pushing voyeurism to the limits. Recorded 
surgeries, ‗Body Art‘, that emerged in the 1960s, or suspended, technologised bodies, 
such as Stelarc‘s performances, investigate bodily particularities.528 According to 
Joachim Pissarro and Mara Hoberman the recent works of Marc Quinn, displayed at the 
exhibition Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas represent a 
further exploration of the interaction between the corporeal and the spiritual.
529
 They 
offer a reality show of the transformation of the body, its extension and change. The 
artist looks at how the inner is represented by the outer, how it might differ and 
disconnect from what is experienced by the psyche and what limits of cultural and tribal 
norms are sanctioned by mainstream culture. Quinn‘s figures represent current 
explorations of the body, mediating between the self and society. They are sculptured 
by the artist but also by people who own the body and also shape and recast it. The 
body becomes a point of intersection between gender, culture and society, where more 
and more taboos are transgressed.  
The late nineteenth and early twentieth century modernist explorations of 
geometric and abstract forms eliminated any direct representations of the body. It re-
emerged again in surrealist metaphors based on psychoanalysis and in a variety of 
postmodern representations and installations.
530
 A renewed interest in the body as a 
physical representation reoccurred in the 1970s, predominantly in feminist art. Also, 
‗Performance Art‘ that in the 1970s strongly established its presence and autonomy, 
became a medium for the exploration of the body – its limits and spatial boundaries or 
new territories such as dance, theatre or cosmetic surgery.
531
 
The focus on the body still continues apace, e.g. with the opening of Tate 
Modern in May 2000 with a section dedicated to the body
532
; with the attempts of a 
direct shaping of the body, as in Cindy Sherman‘s procedures; or with the technique of 
casting that results in executing sculptures termed by Martin Kemp and Marina Wallace 
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as ‗between a new humanism and a self assured narcissism.‘533 Those explorations 
involve, inter alia, Marc Quinn‘s, Duane Hanson‘s or John de Andrea‘s hyper realistic 
representations and George Segal‘s white casts. Orlan, a French performance artist, also 
experiments with the body, which serves her as a tool for investigations of the notion of 
beauty.
534
 From 1990 she has undergone nine aesthetic surgeries that altered her face 
according to Western standards of feminine beauty. Orlan‘s appearance, which was 
supposed to evoke a computer generated image, has been modelled on the works of art 
of Western European art masters, for instance, her chin‘s form has been taken from 
Sandro Botticelli‘s Birth of Venus. The artist‘s face has become a composite of various 
ideals of beauty, obliging in particular time and in a particular culture. By bringing 
them together, she fights against Venus as a visual icon and a projection of the male 
gaze.
535
 
The secret of the body, its malleability and fragmentation, together with the 
connection between art and science is explored by Quinn in many of his works. 
Predominantly those displayed at the exhibition Chemical Life Support at White Cube 
in London (2005) represent figures of people who are chronically ill and need 
constantly to use drugs in order to survive. The sculptures are made of polymer wax 
mixed with drugs taken by the portrayed people. In the centre, there is a cast of Quinn‘s 
own baby, Innoscience (2004), having a milk allergy. Kate Hodgkison (2005), fig.24, 
suffering from Lupus, represents a woman lying on the floor. She looks like a sleeping 
Venus. Her body is perfect – proportionate, beautiful, smooth. Nonetheless, it is - both 
in reality and in this art work – injected with a combination of medicines that keep her 
alive - Adcal-D 3, Folic Acid, Ferrous Sulphate, Methotrexate Plaquenil and 
Prednisolone. Not far from Kate, there is another sculpture situated on the floor - Silvia 
Petretti (2005), fig.25, whose body is composed from anti-viral drugs against HIV. 
Nicholas Grogan (2005), fig.26, a diabetic and Carl Whittaker (2005), fig.27, a heart 
transplant survivor are located nearby. All these bodies seem healthy and complete. 
They do not reveal their fragility and inner fragmentation until we read the label telling 
us the name of the disease and the medicine taken to fight it. 
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The body also appears metaphorically - as a trace - in a postmodern world, 
wearing socio-political and gender related tropes, as in Kiki Smith‘s works. It shocks, 
by presenting almost anatomical details – such as Damien Hirst‘s skull or dissected 
bodies – or by maximising its parts and employing engineering and technology – as in 
Jake and Dinos Chapman‘s representations.  
 
Summary 
The body has been re-appropriated socio-politically. Even though I focus on the 
reference to gender, I am not looking predominantly at feminist art. The sculptural 
examples I am exploring transcribe the classical body into a different historical period, 
they migrate the classical ideal into the ‗now‘, constituting a new theoretical and 
empirical focus. Mitoraj, Quinn, Eja Siepman van den Berg or Charles Avery, just to 
mention some of the artists revisiting the body in their work, use the classical trope, but 
cut, fragmented and broken. The body refers contemporarily to intimacy, morality, 
gender theory; it opens up new perspectives on sexuality and sexual identity. It can also 
be interrogated as an object, subject or even a process of becoming. 
In the context of those approaches, I am concentrating on the body as a 
Cartesian split between the mind and the corporeal; a duality based on the material and 
the spiritual, the concept of the complete and the incomplete, the inside and the outside 
binary. The posthuman identity challenged the completeness of the body, considered its 
extinction. From this violation of the idea of wholeness, the fragmentary body emerged. 
The contemporary split bodies refer to myths of beauty and ugliness. They are 
‗corporealisations‘ of the classical concept. Wholeness and fragmentation, the 
recollection of the body, mutilated in Mitoraj‘s and Quinn‘s sculptures create a new 
history of a ‗disabled‘, re-formed and incomplete body.  
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Section 3 Impaired classical beauty 
„One evening I sat Beauty down on my knees. - And I found her bitter. - And I 
insulted her.‟536  
 
 This section focuses on myths of completeness, associated with ancient classical 
ideals that represented the body as proportional, symmetrical and perfect. I look at 
Venus – an archetypal female representation embodying conceptions of beauty, even 
though the figure in its most popular version of the Venus de Milo is armless.  Venus‘s 
disability brings me to the discussion of the idea of wholeness in the following sections. 
It lays foundations to the introduction of Medusa – a signifier of ugliness, opening a 
discussion on fragmentation and the ‗other‘. The rationale of Venus and Medusa 
represents the apparent dichotomy of concepts such as ability and disability, 
completeness and partiality, beauty and ugliness. The two mythological figures might 
seem to oppose and exclude one another. This implied contrast between them is a 
hindrance to considering them as complementing one another and constituting 
incomplete completeness, which, as I will argue further, is embodied in Eros and 
consequently the new desire and the trans-body.  
In this section in ‗framing‘ the image of the contemporary body, I refer to Mieke 
Bal‘s ‗migratory aesthetics‘537 and ‗preposterous history‘,538 introduced in chapter two, 
relating to travelling concepts from one discipline to another. The journey is based on 
narrating temporality and causality beforehand rather than afterwards. This figure of 
‗preposteriority‘ can be found in contemporary art that is, as Bal calls it, ‗the subject of 
the production of old art‘.539 Travelling follows inter- or multi-itineraries through 
disciplines, territories, time, but also its own conceptualisation. This resonance of 
concepts brings about the necessity to interpret art objects in flexible terms, between the 
past and the present, between history and theory, without any reconstruction but rather 
creating a new quality. Here, I focus on the journey of the classical trope, which is often 
re-appropriated in sculpture. 
 
Ability and disability 
                                                        
536 Rimbaud, Arthur(1873), A season in Hell. Lincoln: iUniverse, 2003, p. 3 
537 Bal, Mieke, Travelling Concepts in the Humanities: A Rough Guide.  op. cit. 
538 Bal, Mieke. Quoting Caravaggio. op. cit., p. 7 
539 Bal, Mieke, Travelling concepts. op. cit., p. 19 
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Myths of beauty and ugliness have created the dialectic of the ‗ideal‘, 
‗normalcy‘ or the ‗disabled‘. Predominantly, the figure of Venus represents the 
essential dualism between the desired and the repulsive. The classical, immaculate 
body, exemplified by the perfect figures of Venus, refers to concepts of proportion, 
harmony, symmetry and, presumably above all, the idea of wholeness.  The Greco-
Roman Classical model highlighted the corporeal as a passive object of the mind or the 
soul. After the Cartesian separation between the mind and the body, the two substances 
inhabiting each other resulted in the formation of consciousness and its elevation above 
corporeality. Might we consider the image of a classical body as a frame, which 
navigates towards the contemporary decomposed and fractal sculptured body? Why 
does the classical body imply the idea of wholeness even though the Venus de Milo is 
visibly impaired and we only assume the figure as a whole? Why is this body 
considered complete, while Mitoraj‘s and Quinn‘s sculptures are perceived as mutilated 
and fragmentary, as disabled non-entities?  
The migration of the concept of the classical body is pre-revisited in Mitoraj‘s 
fragmentary figures of Icarus and Icaria and Quinn‘s visualisations of disabled bodies. 
Quinn‘s The Kiss (2001), fig.28, portrays a couple - Mat Fraser and Catherine Long - in 
an intimate moment of kissing. The female‘s and male‘s bodies are precisely replicated 
in white marble, challenging, not only through the use of the material but also through 
the application of the classical trope, the ancient Greek ideal of a perfect body. It 
questions how these representations differ from the past figures, often also lacking 
limbs. Why are they usually rejected or uncomfortable to look at? The classical trope 
accentuates the associated perfection of these bodies, even if they are fragmentary. 
Peter Hull (1999), fig. 29, portrays a muscular torso of a man without legs and hands. 
The athletic build and the perfect whiteness of marble create an impression of a statue 
of a hero, perhaps a warrior or a sportsman. Peter is a champion in swimming and 
marathons. The sculpture resembles portrayals of Olympic Greek athletes, which were 
discovered later. The spatio-temporal, stylistic and semiotic connotations refer to the 
classical body. However, the trope immigrates into contemporary split bodies as an 
entity that cannot be entirely revised as a whole. This frame of the classical 
‗preposterous‘ body poses the question of relevance. It also enables concepts of 
wholeness and fragmentation. 
Disability implies a disruption in the visual or aural field, relating to the gaze, 
that should somehow be regulated, rationalised. As Lennard Davies argues: 
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We can begin by accounting for the desire to split bodies into two immutable 
categories: whole and incomplete, abled and disabled, normal and abnormal, functional 
and dysfunctional. In the most general sense, cultures perform an act of splitting 
(‗Spaltung‘ to use Freud‘s term).540 
 
Culture divides bodies into normal and abnormal, good and bad. It even encodes 
its parts, labelling them. A good body is thin and tall; a bad one is fat. Lips or eyes are 
categorised as accepted parts; sexual organs fall into the section of distasteful. These 
divisions create categories of abled and disabled, where the fragmented body becomes 
the repressed one - more, if the impairment is huge, less if the body is ‗just‘ limited.  
Paradoxically, an armless figure of Venus with a ‗scarred‘ face is considered 
one of the most beautiful female statues in the world. It inspires, attracts and seduces, as 
though being a perfect ‗dream come true‘ imaginary vision. Venus is disabled and still 
functions as the ideal of Western beauty and eroticism, far from the horror and pity that 
various sorts of impairment usually evoke. 
Disability implies concepts of deficiency and prosthesis. As such, the body is 
always impaired –the absence remaining registers either fragmentation or the artificial 
supplement. According to Marquard Smith, disability is defined negatively, evoking 
associations with ‗non-integrity‘, ‗deficiency, incompletion, inadequacy‘ or 
‗incapability‘ both physical and of identity.541 Consequently, the body becomes also 
socially and politically not appropriate, not-abled – to be, to do/work and to mean.542 
Marquard argues ‗dismantling and assembling are inseparable‘ and the ‗prosthetic 
body‘ testifies to this inextricable connection.543 Prosthesis, in this account, implies 
original incompleteness; never offering a simple augmentation of the body. It articulates 
                                                        
540 Davis, Lennard J. 'Visualizing the Disabled body: the classical nude and the fragmented torso', in Fraser, Mariam 
and Greco, Monica. (eds.). The Body. A Reader. London and New York: Routledge, 2005, p. 168 
541 Smith, Marquard, ‗The Uncertainty of Placing: Prosthetic Bodies, Sculptural Design, and Unhomely Dwelling in 
Marc Quinn, James Gillingham, and Sigmund Freud‘, updated 17 November 2009, http://www.artbrain.org/the-
uncertainty-of-placing-prosthetic-bodies-sculptural-design-and-unhomely-dwelling-in-marc-quinn-james-gillingham-
and-sigmund-freud/, consulted  17 March 2010 
542 For an extensive research on the social history of the body and disability studies, refer to: Mitchell, David T. and 
Snyder, Sharon L. (eds.). The Body and Physical Difference. Discourses of Disability. Michigan: The University of 
Michigan Press, 1997; Davies, Lennard J. (ed). The Disability Studies Reader. London, New York: Routledge, 1997; 
Another book has just been published in August 2010 offering a comprehensive survey of the cultural and social 
history of the body: Bynum, William and Kalof, Linda (eds). A Cultural History of the Human Body: v. 1-6. Oxford: 
A & C Black Publishers Ltd, 2010; My particular focus in this chapter lies on the fragmented body represented by 
the use of the classical trope in contemporary sculpture. In my future research I hope to develop further ideas of how 
the prosthetic body that serves social reconstruction. 
543 Smith, Marquard, ‗The Uncertainty of Placing: Prosthetic Bodies, Sculptural Design, and Unhomely Dwelling in 
Marc Quinn, James Gillingham, and Sigmund Freud‘, op. cit. 
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the corporeal as a heterogeneous assemblage, always in a state of flux. It is not an 
addition to the body, which - as I will argue further with reference to Lacan‘s corps 
morcelé, developed further by Davis - is already fragmented.  
Quinn‘s The Complete Marbles series (1999-2001), displayed at the Give and 
Take exhibition in Victoria and Albert Museum in London (2001) offers a view of the 
body as a partial object, yet complete. It shows, very precisely, its form, pristine 
surface, physicality and materiality. The represented bodies navigate towards the 
perfect ideal of wholeness, while, at the same time, idealising the in-betweenness of the 
real and illusion. They ‗wow‘ us with Peter Hull‘s (fig.29) and Stuart Penn‘s (fig.18) 
athletic body or the sexy and beautiful figure of Catherine Long (fig.30). 
According to Smith, Quinn‘s works are inscribed in the prosthetic aesthetic. The 
artist re-fabricates partiality and fragmentation.
544
 The show was displayed in the 
eighteenth century British Sculpture Gallery, in the section where Antonio Canova‘s 
works are located. Quinn‘s figures instantly came into dialogue with neoclassical 
representations, enhancing aesthetic beauty and the intact body in a new context. 
Sculptures, as Smith suggests, from both periods, are already fragmented – no matter if 
this is a question of design, time or iconoclasm. ‗It‘s not a question of loss, there is 
simply no deficiency.‘545 They portray individual people – the titles of the works are 
simply names of the models; individualising and familiarising them and therefore 
differentiating from past generalised representations. These portraits also invoke the 
concept of eroticisation associated with the ideal of Western beauty embodied in the 
Venus de Milo and the de-eroticisation of the disabled body, associated with the 
monstrous image of Medusa. They illustrate Lennard Davies‘s account, which will be 
discussed further in this chapter, relying on the apparent differentiation between Venus 
and Medusa. Medusa‘s fear originates in the horror that is induced by confronting the 
lack. Smith argues that we need to see that there is no deficiency and the body is 
already in pieces. He suggests that the eroticisation is inscribed in the concept of the 
absence of the gap in the body, not in the disguise generated by art history, which, by 
imagining the whole, invokes ‗an apotemnophile, someone interested in the desire to 
have a limb removed‘.546  
                                                        
544 Smith, Marquard, ‗The Uncertainty of Placing: Prosthetic Bodies, Sculptural Design, and Unhomely Dwelling in 
Marc Quinn, James Gillingham, and Sigmund Freud‘, op. cit. 
545 Smith, Marquard, ‗The Uncertainty of Placing: Prosthetic Bodies, Sculptural Design, and Unhomely Dwelling in 
Marc Quinn, James Gillingham, and Sigmund Freud‘, op. cit. 
546 Smith, Marquard, ‗The Uncertainty of Placing: Prosthetic Bodies, Sculptural Design, and Unhomely Dwelling in 
Marc Quinn, James Gillingham, and Sigmund Freud‘, op. cit. 
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Venus‟s myth 
The Venus tradition, implying aesthetics of beauty and wholeness, seems to 
explain itself through constant presence in the common imaginary, continuous 
associations and referrals. Suzanne Ramljak introduces Venus as the emblem of 
feminine beauty. She questions the origins of her fame
547
. Venus has become a brand 
and a pin-up girl – she has appeared in advertising and commercial merchandise, for 
instance pens produced by Venus Pencils in the 1940s and 1950s.
548
 Her bust served as 
salt and pepper shakers made in the 1960s
549
 or an egg holder. Her figure was even 
promoted as a prototype for a Venus Ninja Toy, joining other turtle warriors, 
permeating pop culture with her timeless beauty and her image of ‗woman‘ created by 
the male gaze. Her silhouette appears on the covers of books, magazines, CDs or is 
shaped into the form of a table lamp or a vase. Likewise, the history of the Venus de 
Milo arouses interest among researchers, collectors or curators.
550
 The image of Venus 
has inspired artists since antiquity, not only in Western culture, but trespassing cultural 
boundaries; e.g. in the works of artists such as Yayoi Kusama in Nets and Venus/ 
Infinity Nets with Venus (1997). Rodin, Man Ray, Salvador Dalì, Robert Graham, 
Katharina Fritsch, Judith Page, Jim Dine or Arman, which refer to her sexuality almost 
with a fetishistic obsession, examining body parts as separate elements - flesh, surface, 
identity. Venus has re-opened the debate on notions of beauty, gender, perfection – that 
are discussed in this section – and eroticism and seduction – elaborated in the final 
chapter of this thesis. 
 Venus - or Aphrodite
551
 - symbolises love and beauty. However, according to 
Plato, the goddess possessed two natures. She appeared either as the embodiment of 
pure, spiritual love – Aphrodite Urania, or as the incarnation of sex and lust – Aphrodite 
Pandemos.
552
 There exist two versions of Venus‘s origins – she was the daughter of 
Zeus and Dione or of Uranus, whose severed genitals fell in the sea and gave birth to 
Aphrodite who rose up from the sea foam.
553
 The goddess was entangled in many 
                                                        
547 Ramljak, Suzanne. ‗Survival of the fittest: The Reproductive Triumph of the ‗Venus the Milo‘‘, op. cit., p. 11 
548 Ramljak, Suzanne. ‗Survival of the fittest: The Reproductive Triumph of the ‗Venus the Milo‘‘, op. cit., p. 20 
549 I came across them during one of my visits in an antique shop. 
550 For an extensive overview of the history of the statue, see: Curtis, Gregory. Disarmed. The Story of the ‘Venus the 
Milo’’. Phoenix Mill: Sutton Publishing, 2003; for various representations of Venus, see: Haskell, Francis and Penny, 
Nicholas. Taste and the Antique. The Lure of Classical Sculpture 1500 – 1900. New Haven and London: Yale 
University Press, 1982, pp. 316-333 
551 Greek goddess Venus functioned in Roman myths as Aphrodite. 
552 Curtis, Gregory. Disarmed. The Story of the ‘Venus the Milo’’. op. cit., p. 170; Grimal, Pierre. A concise 
dictionary of classical mythology. Oxford: Blackwell, 1990, p. 47 
553 Grimal, Pierre. A concise dictionary of classical mythology. op. cit., p. 47 
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affairs and had many children, among them Hermaphroditus, Eros and Harmonia. 
Venus was represented in sculpture in various poses, usually nude
554
 - sometimes with 
drapery around her hips, sometimes as emerging from the sea foam. The Venus de Milo 
is one of the most famous representations of the goddess, continuously re-worked and 
re-appropriated. René Magritte made four modifications to plasters of the figure 
between 1931 and 1936, applying paint to her replica, claiming that this ‗restores to the 
Venus an unexpected life‘.555 He also asked his friend André Breton to invent a title for 
the work. The Copper Handcuffs - although the figure is armless and unable to wear 
handcuffs - refers metaphorically to restrained desire. Salvador Dalí re-cloned Venus in 
a variety of ways. Some artists, such as Jim Dine, obsessively return to the statue, re-
painting and re-sculpturing her. Others even portray a tongue stuck in her cheek, as in 
the case of Clive Barker‘s work: Venus with Tongue in Cheek (1990). 
 
Venus as an ironic signifier 
Venus re-appears in advertisements as a symbol of everlasting beauty - for 
instance in the Mercedes-Benz advertisement (1996) where her presence, juxtaposed 
with the new Class E Sedan, speaks for itself; or she is parodied in cartoons and films – 
she wears a cowboy hat in Robert Altman‘s Nashville poster.556 Currently, she uses 
pink lipstick, as in Banksy‘s sculptures; she serves tea in Arman‘s representations; or 
personifies a beast from The Marriage of Venus and Mars – a sculpture series (1990) by 
Judith Page. All this celebrity status has worked against Venus – implying that she had 
become almost a cliché, a symbol of popular taste, kitsch. In addition to serving as the 
pin-up girl of art history, she has also proved to be popular as an ironic signifier among 
feminist theorists, who discuss gender in terms of the male-generated image of 
‗woman‘ that has become so socially pervasive.557 
All these representations are a playful game of signs and myths. They embody 
postmodern irony
558, which, according to Linda Hutcheon, ‗seems to have at least the 
                                                        
554 For an overview of various types of representation, see for instance: Grimal, Pierre. A concise dictionary of 
classical mythology. op. cit., pp. 181 - 182 
555 Quoted in: Jeffett, William. ‗An Obscure Object of Desire: The ‘Venus the Milo’, Surrealism and Beyond‘, op. 
cit., p. 63 
556 Curtis, Gregory. Disarmed. The Story of the ‘Venus the Milo’’. op. cit., pp. 195 - 200 
557 Curtis, Gregory. Disarmed. The Story of the ‘Venus the Milo’’. op. cit., p. 200 
558 For an extensive overview of the concept of the postmodern irony, see: Rutland, Barry. Critical Essays by Genre, 
Trope, Gender. Ontario: Carleton University Press, 1992; Hutcheon, Linda. Splitting images: Contemporary 
Canadian ironies. Toronto, Oxford: Oxford University Press, 1991; Hutcheon, Linda. Irony’s edge: the theory and 
politics of irony. London, New York: Routledge, 1994; For the concept of parody, see: Hutcheon ,Linda. A theory of 
parody: the teachings of twentieth-century art forms. op. cit. 
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potential to historicize and to politicize.‘559 They also refer to postmodern parody,560 ‗a 
value problematizing, de-naturalizing form of acknowledging the history (and through 
the irony, the politics) of representations‘.561 This ironic view on representation 
politicises it, de-toxifying it of ideologies and subverting them. Both irony and parody 
serve to totalitise solutions to society‘s incongruities. Nothing really has to be taken 
seriously; at the same time, ideologies are being challenged and radicalised through the 
un-masking. It is a little tongue in the cheek, as portrayed by Barker. Venus – either 
yellow, blue, nude, dressed, fancy dressed or cross-dressed - ignores all the 
contradictions. As a metaphor and an ideology it is destabilised, recomposed and 
revolutionised. Venus embraces opposing paradigms – of the perfect female figure and 
of an armless representation of the past. She symbolises a lover and a prostitute. Venus 
and Medusa complement each other, constituting a hybrid of parodied iconic 
conventions. Their relation might be called antiphrasis with a distance and difference 
needed in order to transgress the obvious and to see many signifieds. Postmodern irony 
transgresses their apparent dualism offering a cocktail of everything and nothing, reality 
and illusion, multiple semantic possibilities. Or, perhaps, irony is trivialised itself in 
those images? Barry Rutland remarks: 
 
Postmodern irony […] maintains fluidity of consciousness where all norms have been 
revealed as illusions and all programs have failed, but where new meaning is always 
potentially available through inversions and recombinations – radical ‗tropings‘ – of 
existing discourses. Its political power is a function of its ethical practice.
562
 
 
The politicised montage of the fragment 
The classical - yet ironised and fetishised – implies the concept of the fragment, 
which is used in contemporary sculpture with reference to incompleteness. It abandons 
direct historical references and even converts them into their opposites. Those 
alternatives often become fetishised. The fragment has developed into a structural 
instrument, which recognises differences. It functions as a collage of narratives and 
myths, sampling history and ideologies, having an affinity to the ‗ruin‘.  It is disruptive 
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and therefore, as I suggest, it becomes political, as it alternates the allegiance between 
commodity and liberating irony. This subversive montage politics offers a break from 
tradition to which it was attached. It oppresses the past, at the same time ascribing to it 
a politicised meaning.  
In the past, fragment offered a ‗wonderful idea‘, embodying power and control. 
The discovery and excavation of the ancient Roman cities of Pompeii and Herculaneum 
in the 1730s influenced significantly the neoclassical use of the fragment. 
Neoclassicism, mostly as a result of Canova‘s refusal to renovate, aspired to liberate 
itself from tradition by replacing restoration with the appreciation of the fragment.
563
 
Antique parts of sculptures were re-appropriated and copied as a reverence to Greek 
and Roman stylistics and a longing for its lost magnitude and order. Neoclassicism 
marks an essential point, when fragments began to be incorporated in artworks as 
signifiers. It led to the current aesthetic regime, when selecting past forms and 
assembling them into sculptures became political and disruptive. 
The re-discovery of ancient sculpture was discussed in many theoretical texts, 
for example, in Johann Joachim Wincklemann‘s Reflections on Imitation of Greek 
Works in Painting and Sculpture (1755), Gotthold Ephraim Lessing‘s Laocoön (1766) 
or Johann Gottfried Herder‘s Plastik (1778), to name just the most recognised ones. In 
the late nineteenth century one of the most influential treatises was written by Adolf 
von Hildebrand, entitled The problem of Form in Painting and Sculpture (1893). In the 
eighteenth and nineteenth centuries the re-use of the classical was strongly connected to 
the concept of touch, evoking tactile sensuality, often embodied in the portrayal of wet 
drapery.
564
 Interestingly, the fascination with touch did not result in the neoclassical 
variation of the textures of sculptured surfaces. The perfect appearance of the ‗bodies‘ 
and immaculate execution was connected to the idea of beauty, which, according to 
Burke, implied smoothness.
565
 The ‗clean‘ surfaces led to almost two-dimensional 
sculptures that more and more evoked the art of painting.
566
 Later, the obsession with 
surfaces turned into the modernist appreciation of holes and cuts. 
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In postmodernism fragment becomes a signifier of chaos and hybridity, 
incorporating poststructuralist‘s theories of Derrida, Baudrillard or Foucault and 
feminist discourses. It mirrors fragmentariness and discontinuity of texts. 
  
The change in representing Venus 
The combination of the ideal perfection with the fragmentation and ancient ruins 
satisfied both Neoclassical and Romantic sensibilities. Later, modernists‘ anti-classical 
attitude targeted the Venus de Milo as a ridiculous icon.
567
 She no longer served as the 
symbol of beauty, but rather as one of derision and contempt. Perhaps this suppression 
of the common model and a cliché, together with the re-emergence of Venus in avant-
garde movements and surrealist representations, helped with the re-imagining of not 
only her form and ideal, but, most importantly, notions of perfection, beauty, 
wholeness, and their fragmentary and, paradoxically, imperfect nature. 
Almost simultaneously with the surrealists‘ eroticisation, the psyche, desire and 
the subject were liberated from the constraints of reason and long-established habits. 
The representations of the female catalysed social change. Woman became the emblem 
of sexual arousal confined by the male or even subjected to masculine libidinal needs. 
Bondage, emballage, packaging – it all wrapped, wired and confined the female. Venus 
became an object to play with within the psychic field. Man Ray in the Vénus Restaurée 
(1936) or Full Concealment of Venus (1934) divided and cut her, juxtaposing with other 
symbolic items – just to re-appropriate the most iconic object of desire. Surrealist 
feminine figures, whose limbs were often ‗pre-amputated‘, were designed for pleasure. 
Salvador Dalí, in a number of works, explored Venus‘s feminine powers by cutting and 
fragmenting the body. In The Secret Life of Salvador Dalí he remarked that: ‗Nothing is 
more appropriate to a perfect beauty than a stupid expression. The Venus de Milo is the 
most obvious example of this.‘568 
Salvador Dalí‘s Venuses embodied Wilhelm Jansen‘s female figure from the 
novel Gradiva. Sigmund Freud and surrealists were fascinated by Gradiva, serving as 
an archaeological metaphor for the study of subdued desire.
569
 The Venus de Milo, as an 
archaeological artefact, became an ideal through fragmentation. She represented the 
                                                        
567 Ramljak, Suzanne. ‗Survival of the fittest: The Reproductive Triumph of the ‗Venus the Milo‘‘, op. cit.,  pp. 13 - 
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psyche‘s ideal object. Gradiva functioned as a metaphor for a therapeutic process curing 
neurosis. Venus, by symbolising the psyche‘s ideal object of desire, represents the 
impossible, becoming the Freudian fetish, a displaced object.
570
 
Besides her prominence in advertising, Venus became incorporated, first by Pop 
Art in the 1950s, and then by Nouveau Réalisme in the 1960s as a product of mass 
culture. She appeared to be a perfect combination of high and low, the supposedly 
supreme classical art and popular commodity. By the end of the 1960s, Venus was 
transformed as a sex symbol in commercial advertising.
571
 Arman fragmented the figure 
and re-combined her in various options – e.g. as a statue of liberty in Le phantome de la 
liberte (2001) covered her in clocks as in Untitled (1998) or painted in various colours, 
stabbing with sticks as in Untitled (2001). In contrast with this glorification, Judith Page 
in a series on the marriage of Venus and Mars, animalised or even bastardised her. She 
created eight various incarnations of Venus, each aggressive - as e.g. Beast (1990), 
fig.31, where the female head is substituted with an animal one – and each immune and 
resistant to Mars‘ powers. In Betty Tompkins‘ painting Popular Brands (1993) the 
figure serves as a logo of female beauty, branded with cattle marks.  
 
Summary 
Lennard Davis in his essay entitled Nude Venuses, Medusa's Body, and Phantom 
Limbs: Disability and Visuality
572
 explores the tension between the whole and the 
fragmented body; the erotic complete and the ‗uncanny‘,573 incomplete body. Davis 
exemplifies the juxtaposition by embodying the ideal of Western beauty – ‗Venus‘, 
considered as a conceptual whole, albeit usually presented disfigured. Ironically, there 
are no figures of antique Venus preserved as whole. However, paradoxically, they are 
still perceived as complete and idealised. The absence is unnoticed and compensated 
with ‗existing‘ limbs and fragments. This amnesia, compensating absence with the 
imaginary, escaping from the incompleteness and averting attention, transforms the 
fragmented body into a whole. In contradiction to the experience of 'phantom limbs', it 
brings back, imagines, restores rather than imaginatively amputates. This act of 
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reformation, omitting the lack, seeing the impairment, the sanitising from the disruption 
in perception is an attempt to construct wholeness. Hence, as Umberto Eco claims ‗The 
opposition beautiful/ugly no longer has any aesthetic value: ugly and beautiful would be 
two possible options to be experienced neutrally.‘574 The differentiation and at the same 
time fusion of the fragmented and the whole, disabled and abled, ugly and beautiful is 
embodied in the mythological figures of Venus and Medusa. 
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Section 4 The dialectic of ubiquitous beauty 
„Medusa is a poignant double […] the disabled woman to Venus‟ perfect body.‟575  
 
This section, by focusing on Medusa‘s myth, considers the complete and the 
incomplete body represented in contemporary sculpture and what Noël Carroll calls 
‗nonbeauty‘,576 juxtaposing horror with humour. I examine the concept of disability 
with reference to artistic tropes, resonating with various social stereotypes and 
mythologies of the impaired body. I argue that fragmentation implied by disability 
creates a new reference point for the perception of corporeality, which needs to be seen 
beyond imposed ideals of classical beauty and wholeness, represented by the figure of 
Venus. Through investigations on myths of beauty and ugliness – signified by the 
figures of Venus and Medusa – I look at what has been considered 'normal' and 
consequently what leads to ideas of wholeness and fragmentation.  
This section emphasises Medusa as a signifier of incompleteness, the monstrous, 
the grotesque and corps morcelé. This will be discussed briefly below. In the three 
subsections - 4.1, 4.2, 4.3 - I investigate ideas of the sublime, the ugly and lack that will 
serve me to look at the notion of beauty and wholeness in a new perspective, 
transgressing the classical ideal and inviting a trespassing of boundaries – both aesthetic 
and sexual. It will result in the examination of the concept of the trans-body in chapter 
four. 
 
The disabled body 
A disabled body seems too real or even too corporeal, yet also too little, lacking 
something. In both cases, it is not enough and functions as a threat for the culturally 
implied ideal of the pure, complete body. Paradoxically, the obscene or perverse body, 
often embodied in art works, enhances the idea of the body, fashioning it, making it 
more interesting. 
Disability denotes more than a medical condition or difference – it introduces 
narratives of dependency and deformation cross-sectioned with physicality. Besides, 
disability is strongly contextualised in stigmatised social conditions founded upon 
gender, sexuality, race and class. It serves as physical evidence for the damaged and the 
wrong, simultaneously functioning as a transgressive and subversive condition, 
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understood in a broader context. It possesses various identities. This research focuses on 
ideas of the complete and the incomplete, the imaginary whole and the neutral, coupled 
with the other and the monstrous
577
. I do not differentiate between physical and 
functional impairments. The body as a material and an identity - fragmented, deprived 
of vision or enhanced by prosthesis – embodies what is culturally and socially assumed 
as normal and abnormal. Disability becomes a social narrative, represented by cultural 
and, in the case of my research, artistic tropes, embodying various meanings, 
stereotypes and mythologies. In the face of the social construction of the category and 
its various definitions – such as limitation, physicality, lacking, monstrosity, incapacity 
- I argue that the incomplete functions as a threat for the desire of wholeness and the 
deceptive conception of the body as a non-fragmented entity. 
According to Martha L. Edwards, disability can be approached either in medical 
terms – when it refers to physical impairments, or relating to the community – when the 
limitation is considered in a society, for instance ancient.
578
 She remarks: 
 
The community model presents physical disability as a cultural construct in which 
―physical disability‖ has no inherent meaning but is defined by any given community‘s 
understanding of people‘s roles.579 
 
In this model, the degree of one‘s impairment is described according to one‘s 
ability to execute particular responsibilities in the community. This structure was 
applied predominantly in ancient Greece, where a precise definition of a physical 
disability was nonexistent. The body was perceived as complete, while contemporarily 
it is investigated as an aggregate of fragments. Historically, disability has set standards 
of what is considered normal in various fields – medicine, sexuality, psychoanalysis, 
even criminology. ‗Irregular people‘,580 as Anita Silvers calls individuals whose bodies 
do not fit the commonly agreeable canons of beauty, are marginalised as partial.
581
 
                                                        
577 For the articulation of identities that are located in difference, monstrosity and grotesque, see: Meskimmon, 
Marsha, ‗The Monstrous and the Grotesque. On the Politics of Excess in Women‘s Self Portraiture‘, updated 
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Disability functions in representations of, for instance, the body. Nevertheless, it also 
appears in the absence of representation, as in Butler‘s or Irigaray‘s discourse, where 
the body is materialised only to a certain extent or in the anorexic logic, which is 
discussed further in part three of this section. 
 
Medusa – the signifier of duality 
Culturally, the body is split into two categories – complete and incomplete, 
abled and disabled, hallucinated or imagined as whole. This binary implies the idea of 
the fragmented body. The splitting derives from myths of beauty and ugliness that laid 
the foundations for what has been considered 'normal'. The embodiment of beauty and 
desire is connected to the embodiment of ugliness and repulsion – Venus versus 
Medusa. These two mythological figures and tropes, the perfect Venus's body and the 
disabled Medusa's body, are necessary in the dialectic of beauty and ugliness, 
wholeness and fragmentation.  
Medusa, one of the three Gorgons sisters, and the only one who was immortal, 
was once a beautiful goddess. Athena turned her into a repulsive creature after her 
sexual intercourse with Poseidon in one of Athena‘s temples. This created monster, 
with snakes writhing in hair and a killing gaze, turned people into stone by looking at 
them. Eventually, Medusa was decapitated by Perseus who managed to do so by 
looking into her reflection in his shield, which neutralised her gaze. Some myths say 
that each drop of blood from Medusa‘s neck became a snake; others suggest that 
Pegasus: a winged horse, and Chrysaor: a giant, sprang from the blood leaking from the 
wound. In another version, those two brothers were born from the Earth or sea foam 
soaked with Medusa‘s blood. This very much reminds us of the birth of Aphrodite and 
explains why Pegasus is associated not only with inspiration, knowledge and speed but 
also symbolises the birth of beauty, paradoxically, originating from ugliness. 
Athena embellished her own shield with Medusa‘s head and skin.582 She 
extinguished the difference and otherness embodied by Medusa, that since then 
appeared only as a sign of warning on various magic wallets. Athena‘s rationality and 
control of the disabled Medusa‘s body transformed it so that it could no longer terrorise.  
Hence, Medusa signifies the double, desire and repulsion, beauty and ugliness; the 
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disabled woman in contrast to the complete Venus‘s body. Medusa versus, or rather 
and, Venus - the contemporary dissected versus the classical coherent body. 
 
The incomplete complete body 
The body is considered as a construct that is held together but can become 
individual parts – limbs, organs, cells. In fact, Venuses function as disabled female 
representations in art, culturally signifying the way we perceive the body as whole and 
as incomplete - on the one hand by imagining the whole (by seeing 'phantom limbs') 
that is a defence against incompleteness, castration or the Bakhtinian 'grotesque 
body',
583
 on the other hand by analysing parts of the body because of its fragmentary 
nature. Venus is merely (or perhaps more than enough) a figure, not a person. Still, she 
is a strong symbol in cultural terms and a signifier of a whole range of discourses – for 
instance, discussing the female body, the ideal or completeness.  
The story of Zeuxis, who painted a perfect picture of Helen of Troy by 
collecting various models‘ most beautiful features, illustrates the fragmentary nature of 
the body - as assemblage - bringing together parts into a beautiful unity, fragmentation 
and reunification into a hallucinated erotic whole. It embraces the ideal of completeness 
that can only be fully comprehended by adding the parts, summing the fragments 
imaginatively, even if they are physically missing. It also refers to the Lacanian notion 
of the first experience of the body,
584
 which is, paradoxically, fragmentary. For a child, 
a body is rather an assemblage of various parts; Lacan's 'imagos', referring to instincts. 
Building the self requires unifying these fragments by a hallucination of the whole, the 
totality and an alienating totality as protection at last. At the 'mirror stage' the child 
misrecognises an image of the self, the identity of the whole that is given as armour 
against the fragmentary chaotic body. Thus the disabled body is the 'imago' of the 
fragmented, repressed body. It is a mirror phase that has gone wrong. The self is also 
threatened with the disruption and incompleteness of its structure, both as reminders of 
the very first experience. 
The myth of Medusa
585
 - in the popular version, where she is represented as a 
monstrous woman - implies the image of an ugly, terrifying, bound body. 
Fragmentation refers to imperfection and disability but also, to completion. It is not 
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only the melting together or bonding of consequent parts that creates wholeness. The 
missing portion or organ can be substituted by a prosthesis or a mask.
586
 The idea of a 
prosthetic beauty in contemporary sculpture will be discussed in detail later, therefore 
here I would like to just briefly mention Francis Derwent Wood‘s masks for the 
irreparably facially disfigured war soldiers. Reconstructing, plastic surgery or creating 
models constituted a widely developed discipline during the First World War. Restoring 
faces, in order to create likeness to the original ones was developed by doctors and led 
to the establishment of the Masks for Facial Disfigurement Department. Wood created 
facial prosthesis – metallic masks – that possessed pre-war portraits of the wearer.587  
 The Venus tradition was originally founded on castration, mutilation, 
amputation and decapitation, associated rather with Medusa‘s myth. The body functions 
as a reminder that the 'normal' body is fragmented. The primal fragmented body is a 
signifier of castration and lack of wholeness. The missing parts point to missing 
functions. The fragmentary body is an idealised convention relating to how a body 
ought to look in artistic realisations. Also the attitude of art critics towards the mutilated 
works of art does not register the disability. They rather ‗invent‘ the whole. Davis 
remarks that  
 
The disabled body is corrected by the wholeness of the constructed body of the nude. 
But [...] the emphasis on wholeness never entirely erases the foundation of the Venus 
tradition in the idea of mutilation, fragmented bodies, decapitation, amputation.
588
 
 
Venus functions as a reminder that the body, considered as whole, is actually already 
mutilated; the idea of the ‗normal‘ body is already fragmented. Venus incorporates 
Medusa‘s incomplete image. The body with missing parts – senses, limbs, cells - 
adheres to the primal fragmented body, lacking wholeness; castrated. This disabled 
body, besides being the physical body of a group of people, serves predominantly as the 
Lacanian everyone‘s body – referring to the first infant‘s instincts – existing in the 
realm of the ‗Real‘. The so-called ‗normal body‘ – considered in Western aesthetics 
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archaeology/mask.html, consulted 13 July 2009 
588 Davis, Lennard J. 'Visualizing the Disabled body: the classical nude and the fragmented torso', op. cit., p. 174 
 
 
145 
complete – conceals the primal form and appears later, in the realm of the 
‗Imaginary‘.589 As Susan Sontag claims ‗only ―fragments‖ are possible...‘590 
 
The grotesque body 
The oppressive body politics with reference to monstrosity and the concept of 
the grotesque is examined by Marsha Meskimmon in relation to a series of photographs 
portraying chronically ill patients.
591
 The socially structured ideal promoting a beautiful 
and perfect body is juxtaposed with the image of ‗woman‘, here reflected in the 
‗clinical gaze‘. Meskimmon argues that the application of such terms as grotesque or 
monstrous might liberate the female subject from the prevailing exposure to the male 
gaze. These ‗malformations‘ are closely attached to the possibility of demonstrating the 
other. They advocate the abject: 
 
[…] which is neither wholly inside nor outside of the body but participates in both 
states. It is therefore the marker of the very boundary of the body with society, and, as 
such, is carefully controlled. The abject produces both fear and desire which provides a 
clear analogy with the monster as both terrible and wonderful.
592
 
 
This concept of the re-composed monstrous body and carnival politics is close to the 
‗trans-body‘, which is both beautiful and ugly, excessive in its borderlessness and 
otherness. It is in constant flux, transforming and trans-vesting beyond the external 
visual appearance. ‗Trans-body‘ advocates new forms of representations of a changing, 
often marginalised, identity. It plays with images of ‗woman‘ – portrayed as Venus 
and/or Medusa – offering a representation of the process of constructing identity in 
‗trans‘ (as transgressing and going beyond) rather than merely in the external body. 
The Bakhtinian concept of the ‗grotesque body‘593 – used to represent Middle 
Ages aesthetics of far from ideal forms – can currently be appropriated to describe a 
group of sculptures, applying the classical form to represent an incomplete body. Marc 
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Quinn‘s series of sculptures under the overarching title The Complete Marbles594 
portrays eight people born with missing limbs or whose limbs were amputated. They 
are as ancient Venuses found after centuries, mutilated and broken, but still considered 
whole. The spectator embraces the classical ideal without noticing that the actual 
classical frame does not apply to the indeed fragmented bodies. The fragment becomes 
an ironic medium describing the ideal ancient body. A pastiche on wholeness or a 
fetish? Should these creations be considered as just a reminder of wholeness or is it a 
‗preposterous‘ reminder of the classical provisional completeness distilled through 
centuries? Do we consider the contemporary post-classical body as an after-effect, 
rewritten history? Steiner remarks that: 
 
Beauty is certainly a magnet for the cultural anxieties of our day: the readjustment of 
gender roles that has been in the works since the Enlightenment, the commodification 
of the body in consumer culture, the genetic and evolutionary discoveries changing our 
understanding of human nature.
595
 
 
Selma Mustajbasic (2000), fig.32, represents a female figure sitting on a ground. 
Her body is immaculate and smooth. Quinn investigates the incomplete body through 
the classical ideal, which, in itself, supposes fragmentation. The missing limb evokes 
the figure of the Venus de Milo, who has her arms ‗amputated‘. Here, the lack does not 
refer to the simple ‗wear and tear‘. It is seen not as a reference to the perfect figure of 
Venus but as impairment. The artist challenges common preconceptions of disability. 
The dynamic between what is shown and what is seen or projected embodies the 
culturally variable idea of wholeness that does not rely on what is testified by the visual 
and the physical. Helen Smith (2000), fig.33, another figure executed in white marble, 
seduces with its sensuality and a perfectly smooth body, which again resonates with the 
Greek ideal. Tom Yendell (2000), fig.34, represents a male figure; armless, as the Venus 
de Milo. Jamie Gillespie (1999), fig.35, portrays a man, who supports himself resting 
his hand on a column. His body is muscular and smooth, besides the fact that one leg is 
missing. The one-armed immaculate figure of Catherine Long (2000), fig.30, a 
performance artist and an art therapist, is another piece from the series investigating 
bodily beauty and how we perceive ‗disability‘ in the sculptured and in the real body. 
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Quinn‘s white marbles embody the idea of the grotesque. The concept, initially 
equated with the common and the carnivalesque, gradually became associated with 
otherness, tragedy and solitude. Rather than being characteristic, it disturbed the 
‗normalcy‘ – ultimately defined as regular, proportionate and, above all, complete. The 
juxtaposition of the disabled body with the classical ideal of perfection, emphasises the 
tension between wholeness and fragmentation.  
Also, Mitoraj, or Giulio Paolini and Eja Siepman van den Berg, among others, 
transfer the classical body into the present ‗monstrous‘ creations based on fragment and 
the idea of incomplete completeness. Confronting and rehearsing classicism, its erosion 
and transferring again into popular culture is a trope of Platonic shadow play. Mitoraj 
embraces the omnipresent notion of classicism, purifies it, refracts it through the notion 
of humanity and makes it historically translucent. He incorporates ‗preposterous‘ forms 
and migrates them temporarily in the past, present and future, as for instance in a series 
of columns or what he entitles ‗landscapes‘ – Paesaggio Ikaria, fig.8, or Paesaggio 
Ithaka (1997), fig. 36, both from 1997. ‗Ancient‘ bodies of his works are both 
overloaded with signs and evaporate meanings. The classical spell is broken, diffracted, 
fragmented and put together anew. Detached from substance, decomposed and fractal 
classicism migrates myths and ideas. The obsession with the perfect, symmetrical and 
proportionate body albeit fragmented, creates a mirage of the ancient ideal. Simulation 
of the past, the Greco-Roman model of the body resonates with a trope of the 
contemporary split, often grotesque, body.  
 
„Corps morcelé‟ 
Davis‘s ‗cut-up body‘,596 or ‗corps morcelé‘, incarnates the idea of the body 
divided into pieces. It is broader than the standard terminology, referring predominantly 
to the ‗fragmentary‘, as it incorporates the concept of cutting and chopping. It also re-
appropriates the foundations of normalcy, which does not necessarily rely only on 
myths of beauty, but can also allow the ugly and the repulsive.
597
 This dissected human 
form is currently often re-worked in a number of sculptures. John Isaacs‘s works 
illustrate a fragmentary world build from constituent parts that create a new whole. 
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‗Dissection – taking apart in order to classify‘598 is fundamental in his bodily 
investigations. The re-assembling of fragments and re-contextualising of them - as for 
instance in Say it isn’t so (1994), where instead of a human head he fixed a plucked 
chicken - rediscover the body and also inscribe in what Jonathan Sawday called the 
‗dissective culture‘.599  
Marc Quinn, besides sculpturing disabled bodies, also creates contemporary 
memento mori, by casting his own head in his own frozen blood in Self (1991). His 
alchemical procedures involve evaporating life-size sculpture, cast of his own body 
representing the skin or using coconut milk compatible with human plasma in 
transfusions as a work material.
600
 Quinn is fascinated with the human body and 
preserving life. The juxtaposing and assembling locate the body within a matrix of 
fragments and parts that are reconstituted, re-used and re-contextualised within social, 
political and sexual issues.  
 
Medusa as an assemblage 
The process of assemblage was widely incorporated in the 1950s sculptures that 
referred to Cubism‘s and Dada‘s explorations of strategies of appropriation. The re-
collected body serves as a recognition of an assembled contemporary body.
601
 The 
figures of Venus and Medusa function as metaphors representing wholeness and 
fragmentation, pertaining to the contemporary body present in the cultural and socio-
political sphere.  Medusa is often portrayed in artworks, for instance in Bruce Connor‘s 
Medusa (1960), embodying the idea of that which is hidden from view and prohibited. 
Igor Mitoraj adopts images of Medusa on many of his sculptures. The female head with 
snakes writhing in her hair appears as a detail: a trophy, when her head rests on a hand 
attached to the male torso, as in Torso d’Inverno (1992), fig.37; an emblem, while her 
head is located – as though signifying both the sun and the moon, the masculine and the 
feminine - at the top of a panel representing an ancient landscape, as in Paesaggio 
Ikaria (1997), fig.8; a shield, attached to the creature‘s torso, as in Centauro (1994); a 
sexual organ situated in the location of the sex, as in Ikaria (1996), fig.38, or Torso 
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Ikaria Grande (2002), fig.39, fig.40; or as an independent portrait: as in Gorgona 
(2000), fig.20. Situating Medusa‘s head in Icarus or Icaria sex can be seen as a 
reference to Hélène Cixous‘s ‗Medusa‘s laugh‘,602 which will be discussed in chapter 
four. 
Finally, besides ideas of castration, the monstrous, grotesque or incomplete, 
Medusa implies similar ideas of the sublime, the ugly and lack. As Davies suggests: 
 
Disability is more than a background. It is in some sense the basis on which the 
‗normal‘ body is constructed: disability defines the negative space the body must not 
occupy, it is the Manichean binary in contention with normality.
603
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Section 4.1 The Sublime 
 
This subsection discusses the concept of the sublime, which is often associated 
as a contrary to beauty. I argue, it is already inscribed in the notion of beauty, which can 
no longer be considered with relation to perfection, harmony and wholeness.  
Sublimity is a very complex concept. Here, I investigate key chosen theories, 
focusing on discourses locating sublimity in a postmodern context. The debate on the 
sublime has shifted from attributing its cause either to nature or to ideas in mind. 
Platonic discourse, and consequently Neoplatonic and Christian theories, link it with a 
pure, timeless ‗Idea‘. It is also explored in linguistics as a concept disconnected from 
the natural world and therefore entering language, where it gains transformational 
power. Philip Shaw remarks: 
 
If the beautiful relates to notions of unity and harmony, then the sublime refers to 
fragmentation and disharmony, to the moment when thought trembles on the edge of 
extinction. [...] The beautiful, that is, only attains its ‗proper‘ quality when it is 
deranged by the sublime.
604
 
 
The eighteenth century sublimity 
Sublimity was often appropriated as signifying what was beyond reason and 
comprehension. It stood for the divine or the grandiose in nature. Also, it was 
associated, for instance by Edmund Burke, with the ‗authority of a father‘, whereas 
beauty resided in the realm of the mother and thus the feminine.
605
 The Burkean 
sublime concentrated on terror and the psychological effects, embodying ideas of 
sexuality and gender, which resulted in the shift of the discourse on the concept from 
locating it in nature to the mind. Kant, juxtaposing Descartes‘ rationalism and Hume‘s 
empiricism, defined the sublime as formless, dis-unified and limitless, situated in 
objects of nature.
606
 It referred to a struggle between the perception of reason and the 
senses. The sublime could elicit pleasure and repulsion. Kant distinguished two modes 
of representing the object as sublime. The first type described the ‗Mathematically 
Sublime‘ – where the imagination referred to the ‗faculty of cognition‘, which was 
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exemplified by a starry sky giving a sensation of magnitude and infinity; something that 
went beyond sensibility and, therefore, was grasped by imagination and intuition. It was 
the mind‘s ability to yield to formlessness. The latter type attributed the object as 
‗Dynamically Sublime‘ – where imagination referred to desire, as for instance during a 
storm, when the soul and the will were overpowered and the sensible in human became 
humbled – this disturbance was compensated for by moral greatness; independent from 
nature‘s powers. It was the ability to value one‘s own weaknesses and distance oneself 
from them, while facing nature. In both cases, the sublime led the mind to realise the 
totality of freedom, the a priori ground for cognition.
607
 
 
The postmodern sublime 
Since the Kantian subjectivist sublime, the empiricist and naturalistic theories 
were substituted with a focus on consciousness.
608
 Western abstract art also 
concentrated on the sublime. The pictorial surface became the subject matter 
substituting the earlier reverse order, which focused on creating the illusion of reality.
609
  
In postmodern discourse, the sublime still referred to what was vast, unlimited 
and immanent, but not as higher faculties and not only through explorations of 
transcendence, as in previous writings. It became an illusion in a new reality, the 
unpresentable and the other.
610
 Theodor Adorno brought a closure to the discussion on 
the sublime and beauty as ‗the term has been corrupted beyond recognition by the 
mumbo jumbo of the high priests of art religion.‘611 Lyotard and Derrida continued to 
work in the Kantian tradition, however, not seeing Kant as a proto-Romantic 
philosopher. Rather, they encouraged the regarding of him as a post-Romantic theorist 
and questioned the structure and the meaning, emphasising the transformations within 
linguistics. According to Lyotard, the sublime is without limits, shocking, misleading, 
and creating a sense of otherness.
612
 His discussion in The Postmodern Condition: A 
Report on Knowledge indicates ‗the incommensuralibity of reality to the concept which 
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is implied in the Kantian philosophy of the sublime‘613 and needs to be sustained. The 
shock of the sublime hinders the domination of the rational over the real and seeks to 
express the ‗unpresentable in presentation itself.‘614 It constitutes a disruption in events 
and leads towards lack and contradiction. 
The Poststructuralists‘ sublime operated within the realm of language. Post-
Freudian sublime, on the other hand, re-situated the concept into psychology, despite 
earlier Kantian thoughts on this approach‘s limitations. The sublime, drawing on its 
gendered nature,
615
 was also approached in feminist discourses. All those theories 
endeavoured to explore the sublime in a materialist perspective, as an effect of a thing. 
A thing can become a sort of void or an abyss, as in Jacques Lacan‘s theory, where an 
object dignified to the status of a ‗thing‘, becomes sublime. The sublime has led to the 
consequent concept of the ‗other‘, the mirror stage and desire, which will be discussed 
in chapter four.  
 
Post-sublime 
The sublime necessitated conceptual boundaries that, by the return to the 
fundamental contradictions, facilitated the transcendental. The postmodern sublime also 
operates within Bal‘s ‗preposterous history‘ model, incorporating past qualities and 
constructions, changing them and allowing new connections. It no longer referred to the 
unknown and powerful force as in Burke‘s writings, but started acting, hypocritically, 
as ‗beautiful‘. This falsification became a way of deceiving the viewer. Barnett 
Newman‘s article The sublime is now616 refers to the acknowledgement of the beyond, 
where nothing, except a pure artistic effect exists.  His paintings of large blocks of 
colour, divided by vertical zips, blur the difference between the object and the subject, 
the inside and the outside, the ergon and parergon. The concepts of the frame and the 
essence of the object will be discussed further in this chapter, in the part where I argue 
that perfection, and consequently the sublime, become a certain addition to the notion 
of beauty. 
In the context of the sculptures of disabled, fragmented bodies, wrapped in 
classical form, the sublime becomes an attempt to re-read certain traditions and 
                                                        
613 Lyotard, Jean-François. The Postmodern Condition: A Report on Knowledge. op. cit. 
614 Lyotard, Jean-François. The Postmodern Condition: A Report on Knowledge. op. cit., p. 81 
615 Sublime was usually regarded as the masculine faculty; beautiful resided in the feminine. 
616 Newman, Barnett. ‗The Sublime in Now‘, in O‘Neill, John. Selected Writings and Interviews. New York: Alfred 
A. Knopf, 1990 
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concepts without referring to the classical Greek notion of beauty. It allows irony, 
paradox and everything that is beyond. McEvilley calls it the ‗post-sublime‘,617 
admitting otherness. Jeremy Gilbert-Rolfe considers the ‗technocapitalist sublime‘, 
designating cyber-reality, technological marvels and consumer objects.
618
 Wendy 
Steiner talks about ‗the sublime shudder‘,619 a mix of humility and triumph, monstrous 
and convulsive beauty, dehumanising woman. Therefore, the sublime, rather than 
resisting the notion of beauty, as it has since Burke‘s ‗terror-sublime‘,620 needs to be 
incorporated in beauty, as an opposing, but not an exclusive element. McEvilley 
remarks that: 
 
The term beauty is taken so reverentially today – by Danto, Schjeldahl, and many others 
– because it has absorbed the qualities of the sublime, in order both to deepen itself and 
to deflect or defuse the sublime‘s essential danger.621 
 
Also, the gendered distinction between the sublime and the beautiful requires a 
closure. Here, I would like to refer to the past acknowledging of the fusion of the two 
concepts and Sappho‘s comparison of the concept to love. Eros imposes the idea of 
unity and merging of identities. Therefore, Sappho‘s sublime is neither whole nor 
fragmentary. It causes a tension between assembled bodies: opposite but not 
separated.
622
 According to Philip Shaw, the sublime directs to the edge of an abyss. 
Perhaps, it leads us to Cixous‘s abyss – Medusa that does not differentiate between 
genders, allowing bisexuality – androgyny instead of neutrality.623 According to Cixous 
the myth embodies the falsehoods that deprived women from exploring the monster and 
the darkness residing inside, out of fear that the exploration might unmask the truth of 
the beautiful hidden underneath in the form of the ugly.
624
 
 
 
 
                                                        
617 McEvilley, Thomas. ‗Turned upside down and torn apart‘, op. cit., p. 77 
618 Gilbert-Rolfe, Jeremy. ‗I‘m not sure it is sticky‘, in Beckley, Bill. Sticky Sublime. New York: Allworth Press, 
2001, p. 88 
619 Steiner, Wendy. ‗The sublime shudder‘, in Beckley, Bill. Sticky Sublime. New York: Allworth Press, 2001, p. 199 
620 Shaw, Philip. The Sublime. op. cit., 2008, pp. 48 - 71 
621 McEvilley, Thomas. ‗Turned upside down and torn apart‘, op. cit., p. 76 
622 Shaw, Philip. The Sublime. op. cit., 2008, p. 25 
623 Albright, Mandy. ‗Bisexuality‘, updated 6 June 2007, 
http://www.vanderbilt.edu/AnS/english/English295/albright/bisex1.htm, consulted 24 September 2009 
624 Albright, Mandy. ‗The Myths and their Faults‘, updated 6 June 2007, 
http://www.vanderbilt.edu/AnS/english/English295/albright/faults.htm, consulted 24 September 2009 
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Section 4.2 Ugliness 
 
This subsection looks at the concept of ugliness as not opposing the notion of 
beauty but rather as inherent in it. Its inclusion allows individuality and otherness. It 
offers to go beyond the perfect and invite the grotesque, incoherent, deformed or 
disgusting. By complicating beauty, difference becomes possible and Medusa can be 
seen as beautiful. 
 
The ugly 
When it comes to beauty and the idea of wholeness and perfection, they all 
incorporate - besides sublimity - ugliness. The term ‗ugly‘ is extended to forms, beings 
and morality, since Plato‘s and Thomas Aquinas‘s discourses. It referred to the 
disproportionate, disintegrable, but also hybridised or fragmented.
625
 It would be an 
oversimplification to assume ugliness as the opposite of beauty. Karl Rosenkrantz 
defined it in the nineteenth century as the ‗hell of beauty‘,626 drawing on its similarities 
to the evil, and the negation it implies. He discussed various forms of incorrectness in 
form, art, nature and spirituality that finally did not allow opposing ugliness to beauty, 
apprehended as harmony, completeness and symmetry.  
Ugliness has been manifested in different ways – either formally, as a lack of 
proportions, or in itself, showing scars, wounds or causing for instance disgust. In the 
eighteenth century theorists focused on beauty and, rather than considering its formal 
qualities, they debated the effects it produced.
627
 The explorations of the reactions it 
evoked re-discovered the sublime and also, changed the perception towards the concept 
of ugliness. Besides still being equated with the grotesque and the deformed, it was 
transformed into an idea associated with the interesting and the individual. Victor 
Hugo‘s Quasimodo; Mary Shelley‘s Frankenstein; or Oscar Wilde‘s Dorian Gray are 
ugly and tragic, absent of beauty but also constantly revealing the new. They are 
seducing. As Charles Baudelaire wrote in A Selection of Consoling Maxims on Love 
from 1846:  
 
                                                        
625 For an extensive reading on the history of ugliness and beauty, see: Eco, Umberto. On Ugliness. op. cit.; Eco, 
Umberto, and McEwen, Alastair. History of Beauty. op. cit.  
626 Eco, Umberto. On Ugliness. op. cit., p. 16 
627 Eco, Umberto. On Ugliness. op, cit., pp. 271 - 281 
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For certain more curious and disenchanted spirits, the pleasure of ugliness comes from 
an even more mysterious sentiment, which is a thirst of the unknown and a taste for the 
horrible.
628
 
 
Ugliness versus? beauty 
Also Mark Cousins, in a series of articles entitled The Ugly
629
 discusses the 
negative status that has been relegated to ugliness since antiquity. The dichotomy 
between beauty and ugliness relies not only on a simple negation but also on the mode 
of representing the truth
630
. The latter is associated with distortion, error, contingency 
and, as mentioned before, with individuality. Cousins remarks: ‗At a logical level, 
ugliness is the negation of beauty; at the level of perception, ugliness is the opposite of 
beauty.‘631 It could even be said that it functions on an utterly different level. Since 
antiquity what was beautiful needed to embody ideas of totality and completeness. Also 
the notion of perfection originated in those Aristotelian criteria. Therefore, the ugly 
referred to everything that resisted wholeness. It designated incoherence, disgust and 
the grotesque. It was associated with comedy and mimesis, but also with the nature of 
genius.
632
 Thus, it can be regarded as a certain type of beauty that does not necessarily 
deform it, but, on the contrary, strengthens it. In Cousins‘s account: 
 
Ugliness, by complicating beauty, achieves an ambiguous status – utterly excluded 
from beauty, and at the same time a ‗moment‘ in the unfolding of a beauty whose form 
as a totality is all the more triumphant for having overcome the resistance to itself in its 
‗moments‘ of ugliness.633 
 
Cousins argues that the inquiry on ugliness ought to be detached from 
aesthetics, which describes beauty and the subject‘s relation to it. Ugliness is not an 
aesthetic experience and cannot be preferred or hierarchised as a certain set of 
attributes. It functions as a space between the subject and the object.
634
 Ugliness 
constitutes the object that is in a wrong place – contaminated and stained. Cousins 
                                                        
628 Quoted in: Eco, Umberto. On Ugliness. op. cit., p. 352 
629 Cousins, Marc. 'The Ugly', vol. 28, op. cit., 61-64; Cousins, Marc. 'The Ugly', vol. 29, op. cit., pp. 3-6; Cousins, 
Marc. 'The Ugly', vol. 30, op. cit.,  pp. 65-69  
630 Cousins, Marc. vol. 28, op. cit., p. 61 
631 Cousins, Marc. vol. 28, op. cit., p. 61 
632 Cousins, Marc. vol. 28, op. cit., p. 61 
633 Cousins, Marc. vol. 28, op. cit., p. 62 
634 Cousins, Marc. vol. 28, op. cit., p. 62 
 
 
156 
indicates that ‗An economy of dirt is therefore one way of opening up the question of 
ugliness.‘635 It needs to be purified but not aesthetically, as the stain is not ugly and 
does not require beautification, but it is out of place and thus needs relocation. The ugly 
can spread and contaminate what is around it, crossing boundaries and flooding the 
space where it should not appear. In a sense, it demonstrates it is larger than its 
representation and can consume the entire zone between the subject and itself. Cousins 
suggests: 
 
Contemporary aesthetics has established the beauty of ugliness, reclaiming for art 
everything in human experience that artistic representation had previously rejected.
636
 
 
The unbearable pleasure of ugliness  
Desire always refers to representation – whether an image, object or 
phenomena. It craves the lack; something lost, which is restored by a substitute. The 
replacement is seductive, wearing - agreed commonly as appealing - attractors – e.g. 
perfect, re-invented Mitoraj‘s Ikaria’s body, Banksy‘s Venus lipstick or Hirst‘s skull‘s 
golden surface. Drawing on the Freudian concept of reality as a hindrance to desire, 
Cousins goes on to frame desire as both capturing and rejecting pleasure. Therefore, the 
ugly object also constitutes an obstacle. He argues: ‗And so it is, from the point of view 
of desire that the ugly object should not be there. Its character as an obstacle is what 
makes it ugly.‘637 
Freud re-phrased the idea of reality, equalising it with castration. The obstacle – 
the ugly – becomes a punitive force, threatening the subject as an excess, not lack of 
beauty. The only way out is to disappear as the subject.
638
 Therefore, ugliness implies 
not looking, turning away. Besides the relation between the ego and ugliness, there also 
exists the connection between the unconscious and ugliness. According to Cousins: 
 
It is an account of the ecstasy which the unconscious enjoys in all that is dirty, 
horrifying and disgusting – that is, of ugliness as an unbearable pleasure.639 
 
                                                        
635 Cousins, Marc. vol. 28, op. cit., p. 63 
636 Vargas Llosa, Mario, ―Botero: A Sumptuous Abundance‖, in Vargas Llosa, Mario. Making Waves, New York: 
Farrar, Straus & Giroux, 1996, p. 264 
637 Cousins, Marc. vol. 28, op. cit., p. 64 
638 Cousins, Marc. vol. 28, op. cit., p. 64 
639 Cousins, Marc. vol. 28, op. cit., p. 64 
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I will return to the question of representation in section five of this chapter, dedicated to 
perfection. 
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Section 4.3 The logic of lack 
 
This subsection investigates concepts of fragmentation and completeness with 
reference to anorexic logic and its longing for wholeness. I examine Leslie Heywood‘s 
and Wendy Steiner‘s theories, drawing on the idea of lack, that found a basis for my 
future discussion on Hélène Cixous‘s ‗merger type sexuality‘ and the trans-body, which 
embodies Venus and Medusa as signifiers of wholeness and partiality. 
 
Anorexic logic 
Concepts of fragmentation and completeness contextualised within the notion of 
beauty and the body in sculpture evoke Leslie Heywood‘s notion of ‗anorexic logic‘, 
which she discusses in Dedication to Hunger. The Anorexic Aesthetic in Modern 
Culture (1996).
640
 It also refers to Wendy Steiner‘s idea of readjustment of gender, 
forgetting of the feminine subject, idea of androgyny and codifying of the body, 
explored in her book The Trouble with Beauty (2001). Indirectly, anorexic aesthetics 
can be identified as a current concern within Western aesthetic artistic practice and 
androgyny as an attempt and nostalgia for wholeness. The phenomenon is located 
primarily in a Western philosophical context; Freudian psychoanalysis, postmodernist 
and postfeminist discourses and contemporary consumer culture. 
 ‗Exploding the body of a reincarnated slave‘,641 fragmenting it, disfiguring, 
locating masculine over feminine, mind over body, the falling apart of the idea of 
wholeness is called by Heywood ‗anorexic logic‘.642 According to Heywood, this is one 
of the determining aesthetics of recent times, embodying ideas of otherness and the 
binary between the female and the male. It is a set of assumptions referring to 
disfiguration and falling apart, originating in a gendered context. A sense of 
fragmentation and a symptom of keeping different pieces together is defining not only 
psychic and bodily disorders, as ‗anorexic logic‘ embraces various layers of cultural 
contexts, including art. There exists a very strong resonance between images of the 
body in sculpture, painting, photography and sensations of anorexics. A formless chaos 
is presented and created; assemblage of elements and parts defragmented, dislocated 
                                                        
640 In this section I rely on Heywood‘s text as she is one of key theorists for this thesis. The concept of ‗anorexic 
logic‘ lays foundations for the term ‗anorexic aesthetics‘. Heywood‘s discourse is closely linked to androgyny, the 
myth of an abyss and black hole that I discuss throughout this thesis with reference to ideas of Cixous, Steiner, Butler 
and Irigaray. 
641 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. XI 
642 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. XII 
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and diffracted is a response to social standards of feminine beauty. The anorexic body 
becomes an ungendered space, an escape from the cultural construction of the female 
body.  
In sculpture, duplicating of the bodies, annihilating, or ‗bodybuilding‘, offers an 
alternative to anorexic logic. Castanis‘s absent bodies – for instance Euphoria (1993), 
fig. 41, where the female figure is absent inside a textile, which is shaped as the 
‗woman‘s‘ body – refers to the disappearance of the corporeal. Only drapery remains, 
which is formed according to classical ideals. Perhaps it even discusses the absence of 
woman in contradistinction to myths of the ideal feminine beauty. 
By contrast, Mitoraj‘s androgynous, muscular figures afford another view on the 
body. Representations of Icarias and Icarus portray beautiful creatures, which revoke 
classical heroes. Ikaria’s (1996), fig.38, body is symmetrical and proportionate; yet, it 
is fragmented. Armless and headless, she only has wings with a mask of a male‘s face 
attached to one of them. Nonetheless, she cannot fly. Her legs are fixed to a base. 
Additionally, there is a male‘s hand holding them. Ikaria seems to be a warrior as her 
torso is tied with a sash, perhaps belonging once to an arch. Her athletic body is 
dissected, covered with scars and cuts. There is another small Icaria‘s figure attached to 
her leg. However, she is in pieces, lacking a head, arms, legs and wings. In the location 
of sex, Medusa‘s head is situated. Her eyes are wide open and she stares fiercely 
forward. 
Heywood‘s ‗anorexic logic‘, as a trope of revising roles and genders, belongs to 
‗transaesthetics‘ – a transition between genders and forms, discussed in chapter two. By 
adopting the notion of androgyny, it is no longer restricted to gender relations and does 
not build upon sexual connotations. ‗Anorexic logic‘ escapes theatricalisation. It 
becomes a locus where the notion of the body, gender and fragmentation intersect. It is 
a trope for rewriting roles and genders. Sculpture enables an internalisation of this 
dialectic and uses it to constitute the logic of lack, which could be exemplified by 
empty Castanis‘s sculptures, as Patina VI (1997), where the female disappears, leaving 
only her ‗shadow‘ - drapery. 
 
Philosophical anorexia  
Anorexia was first mentioned by Plato in Symposium where females‘ bodies 
were equated with commodity and physicality. The males transcended materiality, 
which situated them outside plurality and temporality and subordinated them to 
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universal ‗Forms‘643 or ‗Ideas‘. Plato‘s dualism clearly divided the female, associated 
with the transient material, from the male, universal and atemporal spirit. This equation 
structured paradigms of gender and discourses on the body. The phenomena of the 
world of senses were feminine, deceptive and unreal, as also in the subsequent 
Cartesian theory. The transition from the shadows of the sensible world that invoked the 
‗Form‘ to ‗Forms‘ themselves suggests an excessive materiality. To get to the ‗truth‘, 
mind had to transcend the body by love – a link between the material and eternal world. 
In the Platonic ladder - describing the hierarchy of thought over senses, mind over 
body, male over female - love elevated ideas, from physical to universal, moral beauty. 
This ladder is the first articulation in Western philosophy towards subordination and 
sacrificing of the feminine in order to free oneself from bonds of senses, materiality and 
particularity.
644
 
Descartes discussed ‗philosophical anorexia‘645 as the excess of the mind that is 
masculine, over flesh associated with the feminine and deceitful. This Cartesian 
anorexic logic embraced Western literary and philosophical tradition. The female was 
sacrificed also in the idealist tradition. Hegel‘s theory represented a paradigmatic shift – 
love, leading since Plato towards self-consciousness, was replaced by the object, which 
needed to be transcended in order to attain a higher spiritual sphere. In Phenomenology 
of the Spirit Hegel described love as an intertwinement of the female, the body and the 
family. The masculine, on the other hand, was associated with the mind and the state. In 
order to become self-conscious, the male needed to subordinate the female and situate 
oneself outside of the family. The Hegelian dialectic shows that both genders oppose in 
ethical contents. Maleness is presented as superior and individual. It unifies with its 
negative – the female – into a union of male consciousness and its satellite – female 
dependence. Hegel attributed sexual difference to the mind – the male‘s was conceptual 
and abstract, active and independent while the female‘s was emotional and concrete, 
passive and dependent. Therefore the feminine embodied the nonbeing, the cultural 
devaluated and subordinated. Women attempted to become the mind in order to exist. 
They developed into a form of emptiness, or as Hegel called it ‗impotent shadows‘.646  
 
                                                        
643 Plato‘s notion of ‗Forms‘ was based on the idea of fixed, permanent essence that was repeated by materiality as a 
copy. 
644 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., pp. 16 - 21 
645 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 19 
646 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., pp. 21 - 25 
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Gender schizophrenia 
Freud, in contrast to Plato and Hegel, did not oppose the feminine to the 
masculine, but rather showed that according to the psychoanalytic model, woman could 
define herself against man. His theory of sublimation and relation with the body was 
defined by the anorexic structure. The male Oedipus complex and the female castration 
complex transformed each other and sublimated the object love generating the super-
ego, which originated situating the individual in the society. The super-ego was created 
by declining the loving Oedipal wishes. For the female, the castration complex creates 
its feminine version instead of destroying the Oedipus complex. The super-ego does not 
form and thus woman is excluded from culture and society. She wants to participate in 
‗civilisation‘; hence she either resigns from sexuality, wants to be a man, or plays her 
role, loving her father and family. These aspects, as in Hegel‘s theory, are predicated on 
the body described as lack - of Hegelian consciousness or of Freudian male genitalia. 
The female tries to transit the body in order to finally ‗be‘, to get out of the non-
existence, nothingness, to be something other than bodies, flesh and sexuality. 
Paradoxically, by becoming anorexic and accessing subjectivity through adopting the 
male identification, she becomes Hegel‘s ‗impotent shadows‘. In order to access the 
mind, she renounces the body, defining herself as lack, emptiness and a black hole.
647
 
The disembodiment is a form of a reduplication of male subjectivity that results in the 
dehumanising of the female and a gender schizophrenia, a ‗schizophrenic liberation‘ as 
Heywood calls it
648
 that ironically destroys the body.
649
 
 
Logic of fragmentation 
Perfecting the body, striving for the ideal creates a culture of assumptions 
regarding gender, identity and subjectivity. The logic of fragmentation is born out of 
articulating ‗the perfect‘, ‗the desirable‘, ‗the required‘ and ‗the expected‘.  
Postmodernism and postfeminism, by converting values and reaching into the past, 
stitch the mind and the body again, individual and community, both genders, high and 
low so that the separation from the body is clearly visible. 
What was figurative in modernism, the disembodiment of the signifier from the 
signified and the transmitting from one signifier to the next, in the postmodern is literal 
                                                        
647 I will return to the concept of an abyss and the black hole in chapter four, where I will discuss Cixous‘s ‗Medusa 
laugh‘. 
648 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 39 
649 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., pp. 25 - 25 
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and quite common. The split of the subject, the changing of the polarities of the cultural 
construction of the body and gender created a dialectic of lack, annihilation and 
disappearance. The horizon of ‗anorexic logic‘ developed further in the polarity of the 
feminine and the masculine and the ‗third space‘ - the idea of androgyny and escaping 
from gender.
650
 Modernists and poststructuralists enslaved the body, made it starve to 
death, annihilated the feminine and resurrected it again after the Platonic separation into 
spirit and flesh.
651
 Anorexic aesthetics is a logic of elimination. It consists of ‗the ghost 
body‘ that defines the way we perceive our bodies; ‗the real body‘, the biological one; 
and ‗the ideal body‘, the one we desire.652 The idealisation and deceiving of reality 
creates a ghost body. ‗Anorexic aesthetics‘ explores an alternative space, a new sphere 
that is multidimensional, focusing not just on the masculine or the feminine, 
heterosexual or homosexual, high or low. It is born out of uncertainty of the culture of 
its own boundaries and polarities.  It is a logic of negation, embodiment, elimination 
and escape from gender. 
According to Heywood the body is not only a biological construct but primarily 
cultural.
653
 Its constructedness allows the reconfiguring of gender relations, articulating 
an alternative, other space. Its negativity or even an idealised mirror reflection becomes 
an object of fascination in the age of uncertainty and lack or flux of boundaries. 
Anorexia derives from ‗hysteria‘; a disease that emerged from the lack based on 
physical and psychical grounds. It developed into anorexia: process of vanishing and 
elimination. Heywood remarks: 
 
Anorexia has emerged as a point of convergence between the literal and the figurative; 
between the artificiality of gender constructions that mark an unstable cultural system 
and a medical discourse that appeals to the essential ―truth‖ of the body to shore up 
weaknesses in the cultural model of gender. Like anorexia, medical discourse is an 
attempt to establish control that simultaneously demonstrates a lack of control.
654
 
 
Un-gendered body 
Heywood‘s ‗anorexic logic‘ is a trope of rewriting roles and genders and 
cultural ambivalences. Once unquestionable categories, such as the body, are 
                                                        
650 This will be discussed further in this and the next chapter. 
651 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 61 
652 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 9 
653 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 12 
654 Heywood, Leslie. Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 14 
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destabilised and need to be restructured. Anorexia is an experience of embodiment, 
agency of negation, and escape from gender through the reification of anorexic ideals. 
But it is also a façade that hides a paradigmatic Cartesian subject of nonbeing, 
forgetting and fragmenting the body and the postmodern idea of cutting the subject into 
pieces and creating a heterogenous discourse. 
Disunification is a construct that can be controlled or even repaired by 
separation from the body. In Western thought, the mind is believed to be masculine and 
the senses - deceptive and fragmented - are gendered feminine. ‗Woman‘ functions as 
the embodiment of deception and physicality that becomes empty and unimportant. The 
body situates the feminine within the temporal, fragmented world. She is devalued and 
subordinated because of her physical being.
655
 Therefore she dehumanises herself, 
trying to create an ungendered space. She attempts to replace the physical body with the 
textual sign. This ‗schizophrenic liberation‘656 is a form of ‗gender schizophrenia‘657 as 
Heywood calls it. The feminine functions as an equivalent of emptiness or lack, in the 
context of cultural assumptions, where the male is associated with the mind and being, 
and the female with the body and nonbeing. Anorexic logic is deep seated in the social 
context and anorexic behaviour is the reaction to and shaping of that context. Therefore 
the concept of androgyny, discussed by Steiner - and also Luce Irigaray or Judith 
Butler, whose ideas I will develop while talking about Cixous‘s bisexuality in chapter 
four - becomes a space where the differences unite or rather complete each other, 
creating an amalgam of Venus and Medusa - wholeness and fragmentation. 
Steiner situates the female subject within issues regarding beauty. Venus, as the 
embodiment of beauty, becomes an ornament; pure aestheticisation. The history of 
rejecting and vilifying woman and gradually noticing and then treating them as fully 
human is a story of breaking the misogyny and defining the sublime goal of art contrary 
to presenting feminine pleasures such as charm and allure. It is a story of the 
readjustment of gender and a new codifying of the body. Transgressing the passive 
allure of the female subject creates a possibility for the re-imagination of the notion of 
beauty and the body in an androgynous perspective. In this re-configured space, 
aesthetics and gender can be revised and reconsidered in a new myth – as Mitoraj‘s 
                                                        
655 For more on the woman subject see, for instance: Butler, Judith. Undoing Gender. op. cit.; Butler, Judith. Gender 
Trouble: Feminism and the Subversion of Identity. op. cit.; Grosz, Elizabeth. 'Refiguring bodies', in Fraser, Mariam 
and Greco, Monica. (eds.). The Body. A Reader. London and New York: Routledge, 2005, pp. 47-52; Grosz, 
Elizabeth. Volatile Bodies. Toward a Corporeal Feminism (Theories of Representation and Difference). op. cit. 
656 Heywood. Leslie, Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 39 
657 Heywood. Leslie, Dedication to Hunger. The Anorexic Aesthetic in Modern Culture. op. cit., p. 39 
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Ikaria - liberated from the stereotype of the feminine beauty associated with 
victimisation. 
The body functions as a postponement of a choice between the masculine and 
the feminine, as in the idea of Steiner‘s androgyny. It creates an ungendered space 
where separate pieces still attract in order to form wholeness. Sculpture tries to reclaim 
the body and recode the system of logic in a way that is unified and incorporative rather 
than exclusionary. The emptiness and lack or fragmentation function paradoxically as a 
synecdoche for wholeness; a fusion of male and female identities in an androgynous 
form, readjusting gender and codifying the body anew, as exemplified by Mitoraj‘s 
bronze and marble Icarias and Icarus‘.  
 
Summary 
In this section I investigated the whole and the incomplete body examining 
concepts of disability, impairment and fragmentation. Beginning with the figure of 
Venus, I moved towards the myth of Medusa signifying incompleteness, the monstrous 
and the grotesque. I also briefly introduced ideas of the sublime, the ugly and lack thus 
extending the notion of beauty beyond the ideal of wholeness. 
The introduction of concepts that might seem contrary to the notion of beauty 
and completeness lays foundations for the following discussion on the image of 
‗woman‘, constrained by Medusa‘s myth. Consequently, I will discuss the body that is 
still strongly embedded in the classical ideal. The incorporation of the sublime, 
grotesque, monstrous or anorexic advocates the possibility for the transcending of the 
corporeal boundaries towards the trans-body. 
 
 
 
 
 
 
 
 
 
 
 
 
165 
Section 5 Eros and Thanatos - perfection versus imperfection  
„It [the perfect illusion] is a “recreative” realist, mimetic, hologrammatic 
illusion.‟658  
 
I have already discussed ideals of beauty, how they changed throughout time 
and incorporated once considered contradictory concepts of the sublime, ugliness and 
the logic of lack. Medusa was discussed as the signifier of the monstrous and the 
grotesque and hence, also fragmented. In this thesis I argue Venus and Medusa do not 
oppose but mirror each other, juxtaposing concepts of wholeness and fragmentation.  
In this section, I return to the figure of Venus as a signifier of perfection and the 
female body. In modernist and postmodernist discourses ‗woman‘ became an ornament, 
pure form and then a fetish and a decoration reversed into illusion and humour. I briefly 
discuss the concept of the ornament, which serves as an introduction to the examination 
of the external appearance trans-vesting the body into perfection and the classical trope. 
Drawing on Wendy Steiner‘s account, I investigate the trouble with beauty and the 
rejecting of the female subject - as ornament - predominantly in modernist art.  
Afterwards, I move on to introduce Eros. In Platonism and Neoplatonism Eros, 
signifying desire, embodied the concept of beauty. The re-turn to the notion of beauty 
confirms, in a sense, the persistence of desire and seduction. Consequently - as 
predominantly the latter is founded on appearances - the form and the outside become 
more important. I am interested in the superficial glamour and the external, which, 
according to Freud, can provoke sexual impulse.
659
 
This section investigates Eros as desire and Venus - its portrayal - as ideal 
beauty with reference to concepts of the external appearance and perfection. I discuss 
ideas of the outside representation and phantasies of the inside evoked by the external 
form. The search for identity and the self is often reflected in the appearance or the 
ornament, which becomes a mirror imago of the subject. The following chapter four 
will develop this argument by taking it even further – to the concept of narcissism and 
trompe l’oeil.  
Here, I also look at ugliness from the perspective of the inside and the outside. I 
rely on Marc Cousins‘s account, which establishes a basis for the thinking about beauty 
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as a hybrid or Quasimodo. Cousins argues that beauty is a transitory quality, which can 
be revived in irregularity, lack and distortion. From there, I move on to Susan Sontag‘s 
‗Camp‘, encapsulating the ugly and the grotesque in the exaggeration. Its ability to 
transform - merging together the impossible, for instance Venus and Medusa – leads me 
into the introduction of the concept of the trans-body and trans-beauty, which are of key 
concern in chapter three.  
This section relies on the possibility of the ‗other‘ that, consequently, allows the 
body, gender and the female subject to be re-contextualised, which is the main focus of 
chapter four.  
 
Modernist rejection of the female  
Venus functions as a magnet, attracting attention. According to Melanie Klein‘s 
child development theories, the infant possesses two instinctual drives that are reacted 
out on the mother‘s body. A child desires either to attack its mother‘s breast out of 
frustration or to reunite with it out of gratitude.
660
 Peter Fuller incorporates this theory 
with reference to the interest in Venus‘s image, which becomes the maternal body or, 
broadly, the feminine one. It helps restore the primal psychodrama.
661
 As Jeffett states:  
 
The Venus de Milo‘s enduring attraction lies precisely in the malleability of her identity 
and her function as fragment. […] the The Venus de Milo is transformed from a symbol 
of classical clarity to an obscure object of desire. 
662
 
 
In The Trouble with Beauty (2001)
663
 Steiner introduces Venus – by tracing her 
birth, existence, exile and entropy - as the embodiment of the concept of beauty 
opposed to ideas of sublime, woman and ornament. She examines the twentieth century 
trouble with beauty by observing the rejection of the female subject and beauty mainly 
in modernist art. Modernists abandoned beautifulness and created a new standard of 
tough, revolutionary, depraved and perverted beauty. Modernism, modelled on Kantian 
aesthetics, concentrated on fear and awe, cardinal descriptors of the sublime, in which 
‗the aesthetic experience is specifically the non-recognition of the self in the Other, for 
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the Other is inhuman, chaotic, annihilating‘.664 The nineteenth century stratification of 
beauty and goodness motivated the association of beauty with form, fetish, ornament 
and woman. Steiner remarks: 
 
An art that tries to separate beauty from the feminine in order to be ‗pure‘ is not 
impossible, but only sterile, misogynistic, self-hating, or boring. It misinterprets 
woman, and makes beauty inseparable from death.
665
 
 
Since the nineteenth century, the culturally implied feminine values, such as 
allure and love slowly disappeared. The ornament was gradually eliminated in favour of 
the primitive, exotic, pure form and fetish resulting in the alienation and the sublime 
thrill defining modernist art.
666
  The avant-garde movement rejected the ‗soft aesthetics 
of the past‘667 associated with the feminine and bourgeois values such as charm, 
admiration, empathy and sentiment. The resistance towards the other alienated woman 
as a predominant symbol of beauty and an obstacle to creating transcendent and 
liberated art. Steiner compares this attitude to Mary Shelley‘s Frankenstein.668 The 
Kantian artist evokes a scientist who creates a monster unable to love, exist in everyday 
reality and appreciate beauty. The product of this dehumanised creation ruins 
everything that is valued in life. This modern Prometheus explores creativity and 
investigates aesthetic experience. Kant recognises two varieties of beauty - the beautiful 
and the sublime. The latter is associated with limitlessness and magnitude. Hence, the 
monstrous is antithetical in relation to the sublime. However, in Frankenstein, these two 
ideas are identical, as Shelley equates the exceeding of the human limits with the losing 
of all that is human. The monster created by the scientist is also a reflection of the 
classical idea of beauty – complete, harmonious and composed from the most beautiful 
fragments,
669
 like Pygmalion‘s beloved sculpture.  
 
The female as an ornament and the „male anorexia‟ 
  Steiner suggests that instead of desire, pleasure, ornament and feminine values, 
beauty was performed, often symbolically, with reference only to form. This 
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devaluation necessitated the emergence of exotic fetishes and the primitive as a 
powerful opposition to modernism. Although shock, pornography, entropy of the 
feminine and bourgeois values as well as alienation, were powerful concerns; ironically, 
woman was still present as a symbol. The beauty myth, although altered, emerged as 
independent, free from desire and pleasure, alienated from values like domesticity, 
charm and intimacy. It re-turned. As Carter Ratcliff remarked in 1998: ‗Beauty…You 
came back but I didn‘t notice. I was too busy defining myself.‘670 
Woman transformed into an abstract form and the female beauty into fetishised 
images of seducing Venuses and perverse Medusas. The phantom beauty - irregular, 
dissected, often ungendered - replaced the Greco-Roman notion of ‗ideal‘ beauty. 
Classical aesthetics‘ signifiers collapsed and diverted from ideas such as form, fetish, 
woman and ornament, considered non-functional, non-structural and deceptive. The 
escape from desire and Kantian separation between charm and beauty were the origin of 
the idea of the other. The visible shift in values, from harmony and universality to the 
fascinating horror, scale and power, eliminated the feminine element from art and 
replaced it with form. The displacement of power and extracting of the primitive and 
the exotic was the origin for fetishism signalling an error, difference and deviation. It 
opened up a whole new field to be explored; a sphere that structured distinctions 
between the ‗rational and irrational, civilised and primitive, normal and abnormal, 
natural and artificial.‘671 Woman was transformed into an abstract form and the female 
beauty into a fetishised image.  
Modernist denial and deprivation of the female subject can be subscribed to the 
traditional stereotypes of gender that are no longer valid. The reduction of beauty and 
thus woman to form was called by Leslie Heywood ‗male anorexia‘.672 The modernist 
adaptation of the Kantian sublime and its vulgarisation and invulnerability towards the 
feminine value created a ‗culture of waste‘,673 ‗garbage in, art out‘.674 ‗Beauty in 
modernism is a monstrous sublime‘;675 a monster, like Frankenstein, that has to be 
domesticated in order to re-turn the form, fetish, ornament and femininity. Steiner 
suggests: 
 
                                                        
670 Quoted by Steiner, Wendy, Venus in Exile., op cit., p. 150 
671 Steiner, Wendy, Venus in Exile. op. cit., p. 52 
672 Steiner, Wendy, Venus in Exile. op cit., p. 141 
673 Steiner, Wendy, Venus in Exile. op cit., p. 84 
674 Steiner, Wendy, Venus in Exile. op cit., p. 98 
675 Steiner, Wendy, Venus in Exile. op cit., p. 110 
 
 
169 
Vampire, medusa, gorilla, corpse, mannequin, waste, banality, profanation, and caged 
animal: for the female subject, these are the alternatives available if ‗she‘ is not to be 
reduced to pure form.
676
 
 
The re-turn of ornament 
The return of the representation that accompanied Pop Art changed the relations 
of fetish, form, ornament and the feminine subject and made the reinterpretation of 
beauty necessary. Postmodernism tasted ‗more‘ instead of ‗less‘; ornament instead of 
purity. Against the paradigmatic presumptions of modernism, postmodernism 
proclaimed fun, abundance and exuberance. It discovered the semantic deprivation and 
uniformity in monofunctional modernist architecture. Heterogeneity, intercontextuality 
and historicism, carnivalesque and irrationality dominated the postmodern discourse.
677
 
The status of ornament was restored,
678
 but its role changed – it referred now to illusion 
and humour. And it was expected that the body, gender, together with the female 
subject would be re-introduced as well in a new perspective now, as has been explored 
by Butler and Irigaray, between sexes, in intergender symbolism. Steiner remarks: 
 
The 1990s seem like an antic dance in which form, fetish, ornament and woman 
approach each other and back off, changing partners, appropriating each other‘s 
steps.
679
 
 
Eros as the embodiment of cohesion, perfection and „the classical‟ 
Here, I would like to introduce the myth of completeness – Eros, who 
reconstitutes the mirror imago of the whole body. It re-creates desire by sexuality. In 
the most archaic theogonies Eros originated in Chaos. Later, it was believed he was 
born from the primordial egg – the Night that divided itself into Earth and Sky. Both 
myths suggest the origin in primal forces, the internal completeness of the cosmos and 
also the continuity. In cosmology, he also represents the procreative force. 
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Alternatively, in psychology, he constitutes a fearful power in human souls and 
bodies.
680
 His genealogy is unclear. The most popular theory implies he was the son of 
Hermes and Aphrodite. However, various versions of the myth also suggest Anteros – 
Reciprocal Love, was born to Aphrodite and Ares and the most famous winged god was 
born to Hermes and Artemis. Eros personifies Love. His power allowed him to play 
with human hearts – either inflaming them or wounding with his arrows.681 His opposite 
– Thanatos or brother of Sleep – Hypnos, personifies Death.682 According to Freud, 
there exist two drives – life and death,683 in post-Freudian thought these are referred to 
as Eros and Thanatos. The first unites and preserves, while the latter destroys. Even 
though they oppose each other, they do not function separately.
684
 They co-exist, 
trapping the subject in between, merging sexual and destructive forces – pleasure and 
death. Hal Foster, while discussing surrealism and the convulsive beauty, locates the 
struggle of the drives in sexuality – ‗erotic binding and thanatonic destruction‘.685 
Notwithstanding this dualism, Eros is the liberating and primary faculty; uniting and 
binding the subject through sexuality. In this part of my thesis, I introduce Eros as the 
embodiment of cohesion, perfection and ‗the classical‘, embedded in an elaborate 
amalgamation of trompe l’oeil and the Baudrillardian idea of swallowing the mirror.686  
 
The representational exterior of the subject 
The outside – representation - and the inside – the self - of the object co-exist 
disproportionately. This ‗over-coating‘ does not cause the binary and a distinction 
between those two, but rather a phantasy of the inside implied by the representation. 
The image – or ornamentation, form, surface – covers the interior. Cousins questions 
what is this outside?
687
 He argues: 
 
The exterior is the representation of the object for the subject, and therefore included 
much which is ‗inside‘ the object. The interior is the existence of the object and 
therefore can include anything on the ‗outside‘ of the object which has not been 
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submitted to a regime of representation. It is in this sense that ugliness arises as and 
when the interior of the existence of an object exceeds, for a subject, its representational 
exterior.
688
 
 
 The subject exists proportionally to the object when the object still resides in the 
representation. This causes narcissism of the subject towards the objects, which 
becomes a mirror. Beauty and narcissism, understood as the Lacanian ‗Imaginary‘ - an 
ordinary illusion of reality – are entwined together. Their connection makes it possible 
for the subject to maintain a coherent experience of the body.
689
  
Ugliness, on the contrary, refers to a trauma caused when the object‘s interior 
explodes through the subject‘s imagination of the inside.690 Here I would like to return 
to the notion of representation. The ‗surface‘ or the external functions as a temporary 
mask or a face permeating the inside – hidden; empty; unimagined. This subject‘s 
phantasy of the object is broken in the moment of ugliness. The unexpected appears and 
overwhelms the subject as it has no meaning. Cousins argues the excess defines the 
ugly object.
691
 Suddenly, the imperfect body becomes horrible to look at, so it wears 
various tropes that constitute a provisional whole – the classical form, unbelievably 
smooth marble skin or mimetic likeness. The mirror image or Cousins ‗negative world 
of objects‘692 creates a reality where there are no shadows - ‗there is‘; ‗there is a ‗no‘‘; 
‗there is no‘; ‗there is no ‗no‘‘693 – as if in the Baudrillardian concept that ‗things have 
swallowed their mirrors‘, which will be debated further in the following chapter four.  
 
Quasimodo 
The lack, then, necessitates two various logics, labelled by Cousins ‗the ghost‘ 
and ‗the mask‘694 that evoke Heywood‘s ghost bodies. Both are tools used by ugliness 
to destabilise subject‘s immersion in reality. The first plays with the relation between 
what is visible and hidden and creates a vacuum, negative space in between, where we 
are horrified and haunted. The meaning can be created only if there is any existence. 
However, the ugliness destroys all forms of representation and so the latter logic, the 
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one of mask, is left. There is no more meaning, as mask is just an addition that cannot 
contain any significance. Cousins argues: 
 
It is the cosmetic which always gives on to the horror spread by surgery, to the 
subcutaneous existence it no longer encases but rather underlines. […] masks cannot 
signify.
695
 
 
In both cases, the threat of becoming ugly paralyses the subject that fears 
incoherence. Beauty and the parallel notion of completeness is a weapon against this 
danger. Cousins argues that beauty and idealisation both help to create an illusion of 
wholeness; it is ‗a narcissistic turning away from ugliness.‘696 Ugliness derives from 
beauty, ending in boredom. Besides that, it can also originate in ‗vivacity‘ and ‗playing 
dead‘.697 Through the metaphor of architecture – the cathedral of Notre-Dame - and the 
death of the building, Cousins constructs a hybrid, transitional form, which is dissected, 
amputated and restored. It is like a Babel tower, growing organically by dislocation of 
limbs and accumulation of ‗preposterous histories‘. Its life resides in the irregularity, 
lack of form, distortion – Quasimodo. His ugliness necessitates vivacity and makes the 
building alive. His disappearance kills Notre-Dame. The ugly, either as excess or lack, 
adds value and interest. It becomes a positive term in contemporary art works, which 
explores the connection between the subject and the object on various levels.
698
  
The ugly, grotesque, sublime or anorexic are embodied in Quinn‘s works. The 
artist combines the extremes – beautiful and ugly – polarising them onto the body, 
which becomes seducing but at the same time often shocking or repelling. The 
juxtaposition of paradoxes – seducing and disgusting, life and death, male and female – 
reflects the blurred border between those concepts and hence completeness. Quinn 
comments on his art: 
 
I like to make art that makes you feel and makes you think. Obviously, I also like to 
make things that are beautiful. It‘s very interesting when you combine the two because 
beauty then becomes a sugared pill. Whether it‘s beauty of a technique, execution of 
material, something a little more challenging slips in before you‘ve realised it.699 
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Prosthetic beauty  
Beauty becomes contemporarily a generalised prosthesis. Baudrillard says that 
art: 
 
[…] is only an aesthetic prosthesis now. And when I say prosthesis, I am not thinking 
of an artificial leg. I mean those other, more dangerous prostheses, the chemical, 
hormonal, genetic ones that are like somatic Xeroxes, literal reproductions that 
engender the body, that engender it following a process of total simulation, behind 
which the body has disappeared.
700
  
 
Paraphrasing, beauty has also become a copy of its own paradigm. It is cloning 
the past, coping and running reactions mixing all possible compounds. The body, still 
wearing the beautiful form, even if fractal - like in Mitoraj‘s or Quinn‘s sculptures - 
slowly dissolves into either a mannequin, void inside, or total entropy. Baudrillard 
remarks: 
 
We have reached the point where nothing is beautiful or ugly, we have crossed this 
point without realizing it, and if we are unable to find this blind spot again, we will 
continue to pursue the current destruction of art.
701
 
 
Camp as a cocktail of Venus and Medusa in Eros 
Currently, the serious - as beauty or perfection - is often transformed into the 
frivolous, what Susan Sontag calls ‗Camp‘.702 She refers to it as ‗a certain mode of 
aestheticism‘, ‗wholly aesthetic‘, ‗ ‖style‖ over ―content‖, ―aesthetics‖ over ―morality‖, 
―irony‖ over ―tragedy‖ ‗,703 stylisation - disengaged and apolitical. Camp is a new 
sensibility, characterised by exaggeration, close to concepts described earlier - such as 
sublime, ugly or grotesque - as it also looks away from beauty. Artists that still make an 
effort to rehabilitate the notion of beauty risk producing, what Anthony Haden-Guest 
calls ‗spiritual kitsch‘.704 Stylisation and artifice, rather than beauty, describe camp as 
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that, which ‗preposterously‘ refers to styles rather than creating its own. It exaggerates 
and maximises – it worships, what Sontag names the ‗off‘ and ‗things-being-what-they-
are-not‘.705 Camp adores the visual, the make-up, the decoration and glamour at the 
expense of the content. It functions as an extremist or eccentric modern dandy, 
indulging itself in mass culture, its replicas, vulgarity and trompe l’oeil. Its canon is 
described by Sontag as, ‗the ultimate Camp statement: it's good because it's awful...‘706  
Camp transforms, melting beauty and ugliness together. Venus becomes 
Medusa; Medusa is redeemed as Venus. Moreover, it does not matter who is who, as 
both play with each other, both seduce one another, both supplement and mirror their 
own reflections. Camp is seduced by the androgyne and its exaggeration or attenuation 
of sexuality. Sontag describes this new sensibility using words such as ‗flamboyant 
female-ness‘, ‗exaggerated he-man-ness‘, ‗triumph of the epicene style‘.707 To enter 
Camp is as though to go, like Alice, through the ‗Looking-glass‘. Everything adopts 
different meanings and nothing is what it seems to be. A strange surreality of talking 
creatures, drinks and food extending the body size question all the assumed canons, 
blurring logic and nonsense. Camp wanders among tropes, transvesting them, putting 
them in quotation marks, theatricalising.  
 
Perfection 
Perfection is one of the themes, which have been ever-present throughout the 
preceding pages. In Baudrillard‘s account: 
 
Though the crime is never perfect, perfection, true to its name, is always criminal. In 
the perfect crime it is the perfection itself which is the crime.
708
 
 
The current cult of perfection and the external form functions in sculpture as a 
seducer, which, by the rouge lips of Banksy‘s Venus, commits the crime of being 
beautiful. Does perfection offer a metaphor for a critique of consumerism and forces 
driving the art market? Can it provide a conduit to explore its mechanisms? Might it 
offer a comment on the cult and re-mythologising of the notion of beauty? Perfection is 
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criminal. Perfection seduces. Perfection captures itself in a frame. Is it a mirror? Or an 
abyss? 
By examining the classical form, adopted by Mitoraj or Quinn, the use of 
precious and exquisite materials, ornament and decoration, as in Hirst‘s or Koons‘s 
works, presenting celebrities, playing with the notion of beauty and commercialism, 
perfection suddenly becomes questioned in terms of committing a crime. It surely 
seduces with its avatars - Venuses, Swarovski crystal skulls, nudity, heavenly images 
and golden sculptures. But is perfection an abyss absorbing reality or a mirror reflecting 
hyper-falseness? The Kantian beauty is independent from perfection.
709
 What ideas 
does perfection smuggle? What is inside the perfect form; perfect material or perfect 
image? Is it just a costume?  Is it inessential Kantian ‗parerga’,710 pure 
‗ornamentation‘, a drapery or a golden frame? Is it too much? Excess? Over-
simulation? 
Reality and form in art became trans-vested, exaggerated and – simultaneously – 
endangered. I argue that perfection, as ‗parerga‘, is a form of a make-up. The work of 
art becomes a pure appearance; it plays with the meaning and the parergon by 
presenting the superficial. The addition or the reminder has an exclusively decorative 
function. However, it is also required as - according to Jacques Derrida - ergon 
necessitates parergon.
711
 Derrida, referring to Kant‘s third Critique, questions the 
frame, the addition, the reminder as not necessarily physical. Therefore, the parergon 
functions not only as peripheral as it directly refers to the lack in the ergon. Derrida 
remarks: 
 
What constitutes them as parerga is not simply their exteriority as surplus, it is the 
internal structural link which rivets them to the lack in the interior of the ergon. And 
this lack would be very constitutive of the very unity of the ergon. Without this lack, 
the ergon would have no need of a parergon. The ergon’s lack is the lack of a 
parergon.
712
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Kant juxtaposes the beautiful with the bounded and formed, while the sublime is 
linked to the formless.
713
 Derrida argues that if art enables form by framing, there can 
exist parergon of the beautiful, but it ‗seems‘ there is none for the sublime.714 Perhaps, 
the ‗seems‘ implies the possibility of constraints.  
The Kantian ‗Mathematical Sublime‘ demanded a conceptual frame: the 
parergon. Derrida refers to the sublime as unable to be located in sensible forms, as it 
resides in the ideas of reason and therefore cannot be presented. However, this 
unpresentable can be manifested. As the imagination cannot record infinity, it is 
constrained by reason.
715
 The sublime causes pleasure in creating the boundaries, 
framing itself. Thus, the ergon can become parergon. The unlimited cannot function 
without the limited. The sublime can be formed and de-formed, can be possible and 
impossible, because of the parergon, the framing effect arising from the lack. It creates 
a sense of the beyond, which is illusive. 
Therefore, parergon is not peripheral as it directly intertwines with the internal 
ergon of the artwork. In this context, perfection becomes a camouflage. It is embodied 
in various forms and is worn as a make-up. It trans-vests; attracting and seducing. It is 
hyper-false, multiplying signs, images, past histories or myths. It plays - as Mieke Bal‘s 
‗preposterous‘716 version of history - by quoting and referencing.  
Perfection also functions as a sort of trompe l’oeil that cannot be transgressed. It 
covers the real and changes its dimension by creating an illusion. The real and its 
double melt, annihilating any distance. Perfection seduces by confusing reflection with 
absorption. It attracts and deludes with the form as seduction operates by deception.
717
 
 
Wax beauty  
Perhaps contemporary beauty – hyper visible in form – functions like Warhol‘s 
glamour? Brilliant, wonderful, naïve – it all pushes aesthetics to the border where it 
reverses into its opposite, where all aesthetic qualities disappear. The question arises – 
can beauty be considered without any reference to aesthetics? And if so, is it then 
merely explored formally? Or is it re-aestheticised regarding the contemporary 
transparent aestheticisation? Some artists – such as Koons or Hirst - play off beauty, 
                                                        
713 I discussed it in detail in section 4.1 devoted to the sublime. 
714 Derrida, Jacques. The truth in painting. op. cit., p. 127 
715 Derrida, Jacques. The truth in painting. op. cit., pp. 131 - 132 
716 Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 7 
717 Baudrillard, Jean. Seduction. op. cit., p. 69 
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glamour, kitsch – again perfusing the border. But what if the border has also 
disappeared? What if there is no secret anymore and the form becomes a pure costume? 
What if beauty also becomes bastardised, rewritten? To paraphrase Baudrillard on 
beauty:  
 
It‘s a post-modern remake, not really that shitty (la Cicciolina isn‘t either, as a porn 
star!). […] It‘s no longer an object of desire! La Cicciolina is mindless, maniacal desire. 
It‘s a wax museum! […] it‘s just mush! You see it then forget it. Maybe it‘s made for 
that… 718 
 
Perhaps beauty has become la Cicciolina paralysed in the perfect classical image. Or 
perhaps it has been liberated in a postmodern seduction. Not all of its perspectives have 
been explored. Perhaps beauty is simply imperfect? Baudrillard remarks: 
 
The original void is amorphous, sterile, homogenous, symmetrical. It is perfect. No 
reality can emerge there. It is absolute illusion. This symmetry has to be broken if a 
law-governed materiality is to establish itself – an imperfection, in which real bodies 
emerge.
719
 
 
Summary 
In this section I briefly discussed the concept of ornament. It serves as an 
introduction to examining the external appearance as trans-vesting the body into 
perfection and the classical trope. It is impossible and also unnecessary to resurrect the 
female subject as the symbol of beauty. However, the re-introduction of ornament 
enables the locating of beauty in a new broader – gendered, socio-political and cultural 
– context. The poet, Marie Ponsot, said about her poems that they ‗are meant to be 
beautiful. That‘s a very unfashionable thing to say. So unfashionable. Transgressive.‘720 
However, looking at contemporary sculptured bodies, wearing the classical skin, 
exploiting and taking advantage of beauty, rather indicates that ‗the hunger for beauty is 
still a legitimate appetite.‘721 
In this section I also introduced Eros, as the embodiment of desire and love, and 
hence, Venus – beauty. This allows me to discuss the concept of the ‗new desire‘ in the 
                                                        
718 Baudrillard, Jean. ‗Starting from Andy Warhol‘, op. cit., p. 49 
719 Baudrillard, Jean. The Perfect Crime. op. cit., p. 62 
720 Quoted by Steiner, Wendy, Venus in Exile., op. cit., p. 131 
721 Vargas Llosa, Mario, ―Botero: A Sumptuous Abundance‖, op. cit., p. 265 
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following chapter. It also relies on the above debated ideas of the external appearance 
and perfection. The outside representation will be developed into the mirror image and 
the blurring of boundaries between the internal and the external in narcissism and 
trompe l’oeil. Hybridity, represented by the figure of Quasimodo and the concept of 
camp will invite trans-body and further elaborations on beauty. 
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Section 6 Conclusion 
 
Quinn, Mitoraj, Janine Antoni, Eppe de Haan, Paolini or Avery – they all frame 
the body using the classical trope. They all travel with their forms to ancient Greece and 
Rome, revisiting wholeness in order to encapsulate it in contemporary fragmentation. 
The incomplete bodies are broken, mutilated; they miss limbs or crash from the base 
they are fixed to because of the time passing or their post-human contextualisation. But 
still, they are contemporaneous bodies distilled through the classical ideal. They are like 
Quasimodo described by Marc Cousins in his article The Ugly
722
 – irregular, ‗both too 
much and too little [...] Quasimodo breathes life into the building, not in spite of his 
ugliness but because of it.‘723 In a sense, these bodies are complete: too beautiful or too 
ugly, but still extravagantly camp. Indeed, they cannot be regarded seriously because of 
the ‗too‘ – camp‘s failed seriousness. 
Contemporarily, the notion of beauty functions also as a fragment, like a Babel 
tower – all mixed up from various components, contexts and histories. For example, 
Venus from the past, but with a can of beer in her hand, as in Banksy‘s work. Beauty is 
surgically face-lifted, produced or re-produced to fit into the contemporary trend or 
canon. One final question needs to be asked: what is the canon? Is it the ‗camp-ised‘ 
beauty? An old-fashioned and démodé theme that changes constantly in time and in 
order to fit into the contemporary socio-political dimension, needs to become a little 
banal and frivolous. Beauty failed as an out-of-date set of serious criteria and as the 
symbol of the feminine beauty – Venus. And so, the detached avatars – either Mitoraj‘s 
Eros or Murakami‘s new goddesses wearing bikinis, as Hiropon (1997) – arouse the 
necessary attention. Beauty is too serious, too ‗high‘, too boring.  
The preceding pages have demonstrated that the primacy of the ideal, perfect 
forms, implied by Platonic aesthetics, which serves as a basis for Western theories on 
beauty and perfection, suggest verisimilitude and mimesis. This results in negative 
connotations of mimicking images. The boundary between the human body and its 
representations has practically blurred. Despite this, the divergent positions still 
employed by sculpture – either perfect or not – promote differences and question 
appearances. Fabricating of the ideals; revealing of the internal structure; dissecting and 
fragmenting; or, on the contrary, purifying surfaces and re-cloning ancient models – 
                                                        
722 Cousins, Marc. 'The Ugly', vol. 30, op. cit., pp. 65-69 
723 Cousins, Marc. 'The Ugly', vol. 28, op. cit., p. 67 
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revive the body. Its identities – sexual, political and social – are interrogated, re-
invented and the boundaries are transgressed. 
Currently, the body becomes a simulated hyperreality, a desirable dream come 
true or a seducing mechanism. Sculptors become contemporary Pygmalions making 
their own Galateas embodying illusions, desires and beauty. The difference is that 
currently Galatea‘s awakening causes - instead of just the embodiment of a perfect 
beauty – a conflict between perfection and imperfection embodied in figures of Venus 
and Medusa, not contrary anymore. And the parergon, grotesque or ugly, can easily 
become a potential Galatea. Hence, the body can be accessed as beautiful or ugly, even 
grotesque.  
In the following chapter I will discuss the idea of trompe l’oeil and the 
Baudrillardian ‗swallowing‘ of things in detail. I examine how trompe l’oeil is mirrored 
by external forms, how it seduces and how it functions in a gendered context. I argue 
that the neo-beauty, neo-ugly or neo-sublime function within the current trans-culture, 
transgressing gender orientated and social boundaries. To call it androgynous would be 
an oversimplification, as I do not mean neuter culture or Donna Haraway‘s 
‗transhuman‘ bodies,724 a society with no sexual distinctions. I refer rather to Cixous‘s 
bisexual culture, which will be further discussed in the consequent chapter. 
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Chapter 4 Parachronisms 
Migration of the „new desire‟  
 
Section 1 Introduction  
‗Perpetual striptease, fantasies of exposed organs, sexual blackmail‘725 – this is 
how Venus is encountered in a range of contemporary sculptural works. Venus - as the 
representation of love, sexuality and beauty, the reflection of Eros - relives and 
disappears constantly. As in a coma, this femme fatale is simulated continuously. Here 
‗woman‘ is a masculine projection of femininity, a Baudrillardian ‗hysterical and 
supernatural metaphor‘, a ‗realized utopia‘, deriving from ‗Romantic Eros‘.726  
According to this new sexual paradigm, female‘s otherness has been substituted for the 
notion of similarity. Woman has vanished, not physically, but instead she mirrors the 
masculine idea of the feminine. Is the mirror signifying striptease or trompe l’oeil?   
In the last chapter I examined various appropriations of the notion of beauty, its 
ideals and changing properties. The presented figures of Venus and Medusa allowed me 
to illustrate the ambiguity embedded in the notion of beauty. In this context, I discussed 
ideas of wholeness and fragmentation, looking at concepts such as impairment, 
disability, mutilation or prosthesis. What is often regarded as ugly or grotesque 
appeared to be considered as perfect while presented using the classical trope. The ideal 
antique body - represented by the figure of Venus - led towards the present mutilated 
body – incarnated by Medusa images. This new, engendered para-classical body proved 
to be complete in its incompleteness. It has navigated towards the ‗new desire‘ and 
Eros, which was mentioned in the last chapter. This chapter focuses on the implications 
of sexuality and seduction of myths of Venus and Medusa confronted with Eros. 
Here, I investigate a story of Venus and Eros, confronting the new desire - 
androgynous, related to beauty and the body, as represented in contemporary sculpture, 
for example, in the works of Quinn displayed at the recent exhibition at White Cube 
gallery in London Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas 
(2010).  
This chapter considers the sculptured body - paradoxically, hyper visible but not 
transparent – through the changing status of beauty, an enhanced interest in gender and 
the new androgynous sexuality. It also looks at the re-emergence of concepts of 
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perfection and the classical as trompe l’oeil. Cixious‘s ‗Medusa laugh‘727 will offer me 
a way of looking beyond the Venus avatar. Drawing on the Baudrillardian idea of 
‗swallowing the mirror‘, I investigate notions of desire, beauty and sexuality as 
transparent, referring to Venus and Medusa. The idea of the object operating in the 
world and refracting the subject - ‗I will be your mirror!‘728 – is reflected in 
fragmentation and discontinuity. Through selected contemporary sculptural works - 
such as Quinn‘s, Mitoraj‘s, Koons‘s or Haruki Murakami‘s – I am exploring the new 
trans-body or hyper-body emerging and replacing the previous classical illusion of it. 
Androgynous, disabled, impaired or extraordinarily ‗beautiful‘ – it develops into a 
hyper-corporeal being: an ancient idol.   
This chapter explores how desire, beauty and sexuality are represented in this 
new trans-body of eroticised Venus. I explore what I call the new desire, which is 
reversed and confused; it no longer belongs exclusively to the feminine world or 
masculine. It seduces both. Baudrillard remarks: ‗Nothing is less certain today than sex, 
behind the liberation of its discourse. And nothing today is less certain than desire, 
behind the proliferation of its images.‘729 
Currently, contemporary sculptors like Mitoraj, Quinn or Giulio Paolini choose 
the classical trope to represent bodies in order for them to seem perfect and ideal. In this 
final chapter, I question whether the use of ‗heroic‘ bronze and marble might be 
considered in relation to an eighteenth and nineteenth century aristocratic understanding 
of seduction; or perhaps the mirroring of the past transgresses this historicised 
‗Romantic Eros‘ towards the new desire? Is seduction liberated from gender? Is it 
androgynous like Mitoraj‘s Ikaria? As Michel Foucault states, sexuality is processed 
inter alia as production of desire.
730
 Paraphrasing, as Eros is irrevocably connected to 
desire, what gender issues does this evoke? Is there a tense and intense intersection of 
sexes?  
 
 
 
                                                        
727 Cixous, Hélène. ‗The Laugh of the Medusa‘, op. cit., pp. 245 – 264 
728 Baudrillard, Jean. ‗Aesthetic Illusion and Disillusion‘, op. cit, p. 122 
729 Baudrillard, Jean. Seduction. op. cit., p. 5 
730 For an extensive reading on Foucault‘s discourse on sexuality, refer to: Foucault, Michel. The History of 
Sexuality: The Care of the Self v.3. London: Penguin Books LTD, 1990; Foucault, Michel. The History of Sexuality: 
The use of Pleasure v. 2. London: Penguin Books LTD, 1992; Foucault, Michel. The History of Sexuality: The Will to 
Knowledge v. 1. London: Penguin Books LTD, 1998 
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Section 2 Classical perfection of postmodern eroticised seduction  
„We are moving even closer to a high definition, in other words to the useless 
perfection of images.‟731  
 
Here, I investigate the theme of seduction, which recognises beauty as a 
contemplation beyond aesthetics and philosophy. It is contextualised within postmodern 
discourse and contemporary culture, with gender, social and political implications, and 
indicates complex approaches to a variety of issues and phenomena. Liberated desire is 
frequently viewed - in philosophy, psychoanalysis and ethics - as evil; as seduction. Its 
versatile versions of perfection, perversion, ugliness, fetishisation and the promotion of 
the senses resurrects an interest in the body which is both reflected and ironised in 
contemporary sculpture e.g. in the works of Mitoraj and Quinn. The body, with its 
continuing associations with beauty, was shaped by its visual properties such as 
harmonious proportions, symmetrical traces, and the proper relations of its parts. 
According to some theorists, among others Tom Flynn,
732
 the neoclassical body 
functions as a mirror reflecting the body politic and social concerns.  
Initially, I examine the concept of seduction in a historical perspective, moving 
on to postmodern context and the ‗new desire‘. Subsequently, I look at neoclassical 
perfection and how the Greek ideal was re-appropriated in Nazi and Fascist imagery. 
The perfect athletic body infiltrated contemporary sculpture and is currently a strong 
signifier. I trace the classical trope in Mitoraj‘s and Quinn‘s works with reference to 
concepts of make-up and costume transforming the body. This will allow me to 
subsequently introduce the current corporeal stylisations, or perhaps even ideal, what I 
call the trans-body. 
 
Seduction in historical perspective 
Firstly, I introduce the concept of seduction in the postmodern context. Here, I 
would like to evoke Arman‘s Anatomy of Desire (1995), fig.42. This interactive 
sculpture represents Venus dissected into fragments. Each of the parts has an extra layer 
attached; multiplying the image. The figure seems whole - no limbs are missing as in 
the Venus de Milo – however, it is cut. The body functions as a stratum of sexuality, 
mirroring sex organs and duplicating them. It seduces with numerous lips, breasts and 
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vaginas. Sexuality is generated into a commodity as though in an industrialised, super 
fast and endless process. 
 Judith Butler interrogates sex, gender and desire with relation to power 
structures.
733
  Gender, on which I will focus further in the thesis, is inscribed, according 
to Butler, in production, whereby the sexes are being established. Butler remarks: 
 
As a result, gender is not to culture as sex is to nature; gender is also the discursive/ 
cultural means by which ―sexed nature‖ or ―a natural sex‖ is produced and established 
as ―prediscursive‖, prior to culture, a politically neutral surface on which culture acts.734 
 
According to Michel Foucault,
735
 sexuality derives from the process of 
production – of desire or discourse – rather deadly for seduction. Production and nature 
were the driving forces in the bourgeois era,
736
 when seduction was nonexistent. In 
Baudrillard‘s account it appeared with the liberation of sexuality and the blurring of the 
distinctions between genders.
737
 His concept of simulation refers to the existence of 
replicas of replicas, calques of the past where the original does not exist anymore. The 
copy has endlessly recycled itself and proliferated, destroying points of reference. The 
current return to the classical in sculpture might be regarded as a disguise and make-up 
concealing and revealing what is hidden underneath. The trope can be used ironically 
but can also function beyond postmodern parody and fetishisation.
738
 
Desire and seduction, as concepts referring to sexuality, need to be 
contextualised in a socio-political space. Patriarchal society increasingly confined the 
female to the domestic sphere and inscribed her as a mother. Especially during the 
nineteenth century, when the middle class significantly grew in Western Europe, the 
role of woman and her attachment to home was magnified.
739
  
                                                        
733 Butler, Judith. Gender Trouble: Feminism and the Subversion of Identity. op. cit., pp. VIII, IX 
734 Butler, Judith. Gender Trouble: Feminism and the Subversion of Identity. op. cit., p. 7 
735 Foucault, Michel. The History of Sexuality: The Care of the Self v.3. op. cit.; Foucault, Michel. The History of 
Sexuality: The use of Pleasure v. 2. op. cit.; Foucault, Michel. The History of Sexuality: The Will to Knowledge v. 1. 
op. cit.; 
736 Here, I refer to the bourgeoisie of the late eighteenth century in the Marxist context. The ‗bourgeois‘ describes a 
social class whose power derived from the capital, the employment and production in contrast to aristocracy, whose 
privileges were defined by the monarch. The emergence of production was a result of French Revolution, in which 
the bourgeois class participated in overthrowing the power of feudal order. 
737 Baudrillard, Jean. Seduction. op. cit. 
738 This phenomenon will be discussed in detail further in this chapter. 
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Prior to the eighteenth century, all the distinctions between the male and the 
female were based on gender, not sex,
740
 resulting in political and legal ramifications. It 
seemed that the Renaissance belief in the existence of one sex was still strong and the 
non-presence of the word ‗vagina‘ until the beginning of the eighteenth century, 
articulates the patriarchalisation of desire and love.
741
 In the nineteenth century the 
female body was seen as both a vessel of morality and as a dirty disease. As it could not 
function as both, women were either good, pure, morally strong or bad, eroticised and 
perverted.
742
 Desire was overshadowed and female sexuality became forbidden by 
cultural constraints imposing morality on women. 
 
The liberated desire 
Seduction requires, according to Baudrillard, artifice and ritual. It is a reverse 
force, close to femininity, which is also confusing and changeable.
743
 The eroticisation 
and the female element have already entered into the social and the political. In a sense 
they approached the patriarchalised world and enabled margins – ambiguous, hyper, 
para or fluid, where masculinity can be reversed and become ‗trans‘. 
Baudrillard addresses seduction as a liberated desire
744
 differentiated from the 
eighteenth century aristocratic association of the concept with honour and valour. This 
Enlightenment interpretation is no longer viable and functions as a myth that cannot 
currently exist. The bourgeois era, following the French Revolution, focused on nature 
and production that eclipsed seduction. However, as according to Baudrillard, seduction 
intertwines with artifice rather than nature and with signs and rituals rather than energy, 
it still belongs to the system of production in which we live.
745
 
Seduction awaits reversibility, chaos, the collapse of desire and production, 
destruction of sexuality or the masculine predominance. It corresponds with femininity 
                                                        
740 The term ‗gender‘ refers to social and cultural constructions of masculinities and femininities. It rejects the 
reference to biological differences. The term originated in a number of disciplines – sociology, psychoanalysis and 
feminism, which account I adapt in this thesis. In Gender Trouble, Judith Butler suggested a concept of the 
‗performative gender‘.  For an extensive overview on the distinction between sex and gender and on the 
‗performative gender‘, refer to Butler, Judith. Undoing Gender. op. cit.; Butler, Judith. Gender Trouble: Feminism 
and the Subversion of Identity. op. cit.; Irigaray, Luce. The Sex Which is Not One. Ithaca: Cornell University Press, 
1985. 
741 LaCom, Cindy. ‗―It Is More Than Lame‖: Female Disability, Sexuality, and the Maternal in the Nineteenth-
Century Novel‘, in Mitchell, David T. and Snyder, Sharon L. (eds.). The Body and Physical Difference. Discourses 
of Disability. Michigan: The University of Michigan Press, 1997, p. 191 
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744 Baudrillard, Jean. Seduction. op. cit., p. 1 
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or even androgyny and eroticisation of the cultural, the social and the political. As all 
the referentials are lost, there are no more limits or prohibitions any more. This new 
desire is embedded within gender and the body, between the feminine and the 
masculine, in the idea of wholeness built from separate, independent and total 
fragments. It builds upon Cixous‘s desire for everything rather than a Lacanian desire 
for the absent or lack.
746
 It encapsulates beings defined not by difference or gender but 
by completeness. They will no longer be complementary, but each of them will 
constitute an individual, independent, whole being. This new desire will initiate a new 
kind of Eros, ‗other love‘747 that adores the other, exchanges and is located everywhere. 
In Cixous‘s account: 
  
To love, to watch-think-seek the other in the other, to despecularize, to unhoard. Does 
this seem difficult? It‘s not impossible and this is what nourishes life – a love that has 
no commerce with the apprehensive desire that provides against the lack and stultifies 
the strange; the love that rejoices in the exchange that multiplies [...] In one another we 
will never be lacking.
748
 
 
The neoclassical perfection 
In the previous chapter I interpreted notions of ergon and parergon. I argued 
that perfection, as the appearance and representation, functions as a camouflage and 
trans-vestism, on one hand and as a sort of trompe l’oeil on the other. It adopts various 
forms - among others the classical - that all operate as a make-up. Perhaps perfection, 
adopted from postmodernism onwards, is like a Baudrillardian fetish - ‗but 
disenchanted fetishes, purely decorative objects for temporal use (Caillois would say: 
hyperbolic ornaments)‘.749 It does not refer to aesthetics but to the idea of perfection. It 
becomes a pure form, for example, classical, travestied by the idea – the form of 
contemporary trans-vestism. In a sense, perfection returns to the primal state of things, 
‗where anything can serve as an aesthetic gadget, with art ending in universal kitsch.‘750 
This natural, beautiful and artificial appearance is inscribed in postmodernism and in 
                                                        
746 Cixous, Hélène. ‗The Laugh of the Medusa‘, in Courtivron, Isabelle de and Marks, Elaine (eds.), op. cit., pp. 262, 
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what Sontag calls ‗Camp‘. ‗To Camp is a mode of seduction‘,751 it evokes pleasure and 
playfulness. As a frivolous sensibility, camp introduces a new means of transgressing 
the seriousness. Instead of irony and satire, it proposes the ‗artifice as an ideal, 
theatricality‘.752 The perfect, seducing image is as trompe l’oeil: too much to digest, too 
ideal and beautiful, too real. 
Since the Renaissance rediscovery of Greek and Roman art, the ideal of the 
classical body has infiltrated Western imagination. From this point it has been re-
appropriated, manipulating the image of the body as perfect, sinful and seducing. 
According to Simon Goldhill, the French programme of ‗sporting education‘ reflected 
taking care of the shape of the body in preparation for war. The reinvention of the 
Olympic Games at the end of the nineteenth century has revived the athletic Hellenistic 
physical ideal. Even the believed ancient site of the games – Olympia - was excavated 
by German archaeologists at the end of the nineteenth century.
753
  
The classical athletic shape of the lean, perfectly honed, muscular torso creates 
an ideal of beauty and health. Particularly in Germany, the cult of the physical ideal was 
widely spread. As Simon Goldhill remarks: 
 
Groups met to hike, to exercise and to swim or work out together, sometimes in the 
nude. The Romantic love of nature produced a particular German fixation on The 
Woods and The Mountains, which joined with a passion for Hellenism to make 
‗exercise‘ a charged idea for German nationalism.754  
 
The Greek ideal largely contributed to the promotion of the Aryan physique as 
perfect and the most appropriate, linking the cult of the body to Nazi ideology. 
Friedrich Nietzsche‘s philosophy, promoting power, the ‗Übermensch‘ or superman, 
and idealising the German Spirit as descending from the Greeks, extensively influenced 
nationalism.
755
 One of the principles of Nazism, emerging from nationalism was, as a 
matter of fact, the beauty of the male body. The politics of the body flourished also 
                                                        
751Section 17 in: Sontag, Susan (1964), ‗Notes on ‗Camp‘, updated 7 December 2008, 
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among fascists, promoting and supporting training of the body among women, who 
quickly became ambassadors of the new style. Practising of sport was a symbol of 
revolutionary modernity.
756
 The female body, being more muscular, evoked the Greek 
male, and through the association with the great past, signified moral strength.
757
  
Bronze figures of the male and the female nude were displayed at the exhibition 
Taking Positions: Figurative Sculpture and the Third Reich in the Henry Moore 
Institute in Leeds in 2001. It interrogated the meaning of tradition based on classical 
canons applied in the inter-wars political propaganda.
758
  The exhibition aimed to 
question the Third Reich sculpture beyond associated fascist imaginary and historical 
context, and to focus on the artistic qualities. 
Here, it is worth evoking Leni Riefenstahl‘s documentary Olympia, made for 
Goebbels‘ Ministry of Propaganda, which told a story about the Berlin Summer 
Olympics of 1936. The Greek ideal classical body re-appears throughout the film. In the 
part called Festival of the Nations the camera shifts from Acropolis to a close-up of 
white marble classical sculptures, finally showing Myron‘s Discobolus, which spins 
around and transforms into a modern discobolus, who throws the disc. 
 
The classical as make-up 
The classical image of the perfect body has also infiltrated contemporary 
culture, imposing both feminine and masculine ideals. Kathleen M. Higgings suggests 
that ‗The quest for flawlessness and glamour are both self-sabotaging, a premise on 
which the marketing of beauty depends.‘759 Recently Marc Quinn‘s, already mentioned 
exhibition, Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas, resonates 
with the current ability and will to transform our bodies into perfect images promoted 
by the world around us. As Goldhill remarks: 
 
                                                        
756 Gori, Gigliola. Italian fascism and the female body: sport, submissive women and strong mothers. New York: 
Routledge, 2004, p. 75; For more on the representation of the female body in Fascist imaginary, see chapter 3 
‗Fascist models of femininity‘, pp. 54-74 
757 For more on the female body in fascist Italy, see: Gigliola. Italian fascism and the female body: sport, submissive 
women and strong mothers. op. cit. 
758 For more information, see the exhibition catalogue: Hartog, Arie. Taking Positions: Figurative Sculpture and the 
Third Reich, exhibition catalogue, London: Henry Moore Foundation,Bibliography Department, 2001 
759 Higgins, Kathleen M. ‗Beauty and its Kitsch Competitors‘, op. cit., p. 87 
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This embodiment of Greek myth runs through the Western cultural imagination, and 
lives on as an inheritance in us all. The gym, the torso, the pose, the diet—the 
fascination of the Greek body is displayed all around us still.
760
  
 
The classical appearance of the sculptures is a form of a make-up. Mitoraj‘s 
figures are perfect – immaculate, athletic bodies with no scars implying wholeness. 
However, they are fragmented, creating only an illusion of the ideal body. We are 
seduced with the classical appearance, implying beauty and excellence. Nudo (2002), 
fig.43, represents a figure of a young man executed in bronze. He evokes ancient heroes 
and gods, divinely beautiful. The absence of arms and part of the head is unnoticed, as 
we are already seduced with his perfectly accentuated, voluptuous lips and sensual, yet 
muscular, body. Ikaro Grezzo (1998), fig.44, and Ikaro Alato (2000), fig.45, portray 
another armless male figures, the latter fitted with one wing. 
By applying the classical trope, the works become denuded of meaning. They 
are pure appearances, such as Banksy‘s Venuses displayed at the 2009 exhibition 
Banksy Versus Bristol Museum in Bristol‘s Museum and Art Gallery, who drink beer, 
smoke cigarettes and go shopping in huge glamorous celebrity sunglasses hiding their 
eyes. The artist subverted the classical sculptures, blending the traditional into the 
contemporary. Venus de Milo, fig.46, is portrayed as an amputee beggar while 
Michelangelo‘s David, fig.47, wears a suicide bomber‘s jacket.  
The current classical transparency might camouflage the meaning. It‘s like a 
cruel perfection, exceeding the real and nature but not alienating the truth. The classical 
is applied in a way that make-up is worn by transvestites; it is hyper false and hence 
transparent. It is purified from expression and extracted from meaning; it becomes the 
artificial perfection that attracts and seduces, duplicating or even multiplying the 
classical but, at the same time, destroying it; as it is impossible to revitalise it in the past 
form. It is Bal‘s ‗preposterous‘761 version that mesmerises. The perfect surface makes 
the body hyper-real, supposedly outlining the inner integrity.
762
  
The classical functions as a metaphor or the Kantian ornament. It ironises, 
parodies, ‗campises‘ or perhaps even goes beyond. It is a mask that conceals the true 
object of desire – the body; the interior? The fragmentation, scars, marks or wholeness 
                                                        
760 Goldhill, Simon, ‗The Perfect Body‘, updated 2004, http://www.press.uchicago.edu/Misc/Chicago/301176.html, 
consulted 19 June 2010 
761 In Mieke Bal‘s terms; see: Bal, Mieke. Quoting Caravaggio. Contemporary Art, Preposterous History. op. cit., p. 
7 
762 Flynn, Tom. op, cit., p. 102 
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are merely the costume that divert from the truth. They are seducing with the surface. 
Baudrillard argues: 
 
And if thought takes off its dress, it is not to reveal itself naked, it is not to unveil the 
secret of what had been hidden until then, it is to make the body appear as definitely 
enigmatic, definitely secret, as a pure object whose secret will never be lifted and has 
no need to be lifted.
763
 
 
I am applying notions of perfection and the classical as pure appearances, a 
‗make-up‘: both as trompe l’oeil and as trans-vestism.764 The classical ideal promoting 
wholeness and unearthly beauty is used, by Quinn or Mitoraj, to represent impaired, 
dissected bodies. It becomes a signifier of the fragment, inviting otherness and 
difference to the ideal image. The classical smuggles the image of the incomplete, 
androgynous, ‗trans‘, grotesque or monstrous body. It becomes a veil, which is socially 
and culturally pervasive and accepted. 
The mechanisms of costumes transform the body, shaping its proportions, 
dictating trends, changing the silhouette; sometimes even physically. The costume can 
refer to clothes. However, as contemporary sculpture employs variations on the surface, 
the skin, fragmentations and dissections of the body, manipulation of the physical 
features, it can also relate to the outside in the general sense. Predominantly in the 
twentieth century, when the figure was forgotten, the costume and the mannequin 
functioned as substitutes for the physical ideals previously illustrated by the body. 
Harold Koda calls the dress a ‗fashion‘s surrogates for the contemporary body.‘765 
Hence, the form becomes a costume or a trope, a theatricalisation – a spectacle hiding 
or revealing – a make-up that covers and changes. It acknowledges the metaphor of the 
mirror, where everything becomes currently transparent and hyper-visible, stripped of 
any illusion. The visual existence of the subject is replaced by the object that operates 
the world, causing fragmentation and discontinuity. Is the mirror undressing or is it a 
trompe l’oeil? Does trompe l’oeil belong to the system of illusion or simulation?766 
Perfection finally needs to be ruptured, as, according to Baudrillard:  
                                                        
763 Baudrillard, Jean. ‗Dust Breeding‘, op. cit., p. 186 
764 Notions of trompe l’oeil and as trans-vestism will be discussed further in this chapter. 
765 Koda, Harold. Extreme beauty: the body transformed. New York: Metropolitan Museum of Art, 2003, p. 9 
766 I will look at the Baudrillardian ‗going through the mirror‘ with reference to representations of Venus and Medusa 
– as embodiments of Eros – and also Narcissus – as a double image of appearance and reflection further in this 
chapter. 
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This is the essence of crime: if it is perfect, it leaves no clue, no trace. So what 
guarantees the world‘s existence for us is its accidental, criminal, imperfect character. 
And it follows from this that it can be given to us only as illusion.
767
 
 
Summary 
In this section I looked at the concept of seduction and the classical – both in 
contemporary and past re-appropriations. Examining sculptures of Mitoraj or Banksy 
suggested that the application of the classical trope in those current works is strongly 
contextualised in postmodern irony and parody but, perhaps, also beyond that.  
Whole, neoclassical figures, with no scars, have transformed into contemporary 
fragmented bodies, seemingly perfect. Even though Mitoraj‘s or Quinn‘s bodies have 
marble, smooth ‗skin‘ and symmetrical faces, they either lack limbs or are cut and 
dissected. They either mimic the real disabled bodies by representing too much, too real 
and too beautiful or create an illusion of the perfect. According to Baudrillard, mimetic 
representations play with the illusion, terminating reality by mirroring it – multiplying. 
Perfection becomes a tool of reproducing. The generated trompe l’oeil eliminates 
dimension from the real,
768
 offering to go to the other side of the mirror.  
According to Baudrillard, absolute perfection excludes illusion; it is inept. The 
neoclassical bodies, unquestionably ideal and ‗beautiful‘, deceive and mislead. They 
represent the exact copy of the real dressed in the Greek or Roman canon. They were 
too perfect, too much, having no scars or faults. The desire and the secret were lost 
between multiplied ideal images. The perfect was created but the resemblance 
disqualified what was shown and at the same time, seduction of form was slowly 
dying.
769
 According to Baudrillard, ‗The more we move towards the perfect definition, 
that useless perfection, the more the power of the illusion is lost.‘770 
 
 
 
 
 
 
                                                        
767 Baudrillard, Jean. The Perfect Crime. op. cit., p. 10 
768 This will be discussed further in this chapter. 
769 Concepts of trompe l’oeil and illusion will be emphasised in the consequent sections of this chapter. 
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Section 3 Eros „sexless body‟ blurring genders in Icarus and Icaria 
 
This section investigates Cixous‘s concept of the ‗merger type sexuality‘, 
deriving from androgynous discourses and the rejection of the phallocratic and 
phallocentric order. This new type of sexuality - merging the feminine and the 
masculine and all other binary oppositions - welcomes differences. It serves as a 
foundation for the new desire. 
In order to discuss the sexless body of Eros, embodying the new desire and the 
new sexuality, I look at Icaria and Icarus – androgynous figures in Mitoraj‘s rendering, 
which lead towards the ‗double-sexed‘ Eros. I also examine concepts of Cixous‘s ‗other 
sexuality‘ and Wendy Steiner‘s, Judith Butler‘s, Luce Irigaray‘s and Leslie Heywood‘s 
ideas of androgyny. I debate the concept‘s origins, history, its differentiations from 
bisexualism and hermaphroditism and current discourses. Finally, I move on to binary 
oppositions in Butler‘s and Cixous‘s thought, and the fashionised body, implying ideas 
of costumes and make-up. 
 
Icaria and Icarus 
Icaria is the name of an island in the Eastern Aegean area close to Samos and 
the Turkish mainland. It is associated with mythology and the figure of Icarus, who was 
Daedalus‘s son. He died as he did not listen to his father‘s instructions and dared to fly 
too close to the sun on wings made of feathers and wax. The wax that fixed the wings to 
his shoulders melted and he plunged to his death into the sea. In the other version of the 
myth, only Daedalus flew from Athens. Icarus was sent to look for him. However, the 
ship he took sank and his body was washed ashore on the island of Icaria.
771
 Some 
mythologists suggest there existed only one mythological creature who was represented 
by various personages possessing different attributes: Daedalus – the bright; Talos – the 
sufferer; Hephaestus – the one shining at day; and Icarius – ‗from io-carios, dedicated 
to the Moon-goddess Car‘.772 It seems that the myth of Daedalus and Icarius or Talos 
also represents a spring ritual of an erotic dance - when men wore wings – that was 
performed to praise the Moon goddess. In Palestine, the ceremony served to destroy the 
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surrogate of a past lame king either by burning the wings in a bonfire, throwing them 
from a cliff into the sea or by pricking the heel with a poisoned arrow.
773
  
The figures of Icarus and Icaria erase gender roles conventions. They function 
as the past kouros and kora. However, they vary as there is no differentiation between 
the naked and the clothed body.
774
 Both Icarus and Icaria function in Mitoraj‘s works as 
oneness, and sometimes it is hard to distinguish which of them is male and which is 
female. His Icaria – for instance Ikaria (1996), fig.38 - is represented as an aesthetically 
pleasing figure; feminine but at the same time baring masculine traits. It becomes an 
androgynous winged creature, often with Medusa‘s head situated in the place of sex. 
A series of bronze bas reliefs entitled Città Perduta, or ‗lost city‘, represents a 
space full of antique, yet contemporised, fragments. Città Perduta IV (2004), fig. 48, 
portrays two figures – of Icarus and most likely of Icaria. The sculpture is almost 
abstract, blurring the distinction between objects, melting them together into one para-
classical body. Everything looks like an excavation site, where pieces of various lost 
and found objects are chaotically distributed all over the place. There are bits of vases, 
unidentified remains and disjointed parts of bodies promiscuously filling up the space. 
The male and the female seem attached together. Their torsos and Icarus‘s wing are the 
only ones that remained in whole parts. The ‗image‘ appears to be brutal and rough, 
nearly barbaric. Città Perduta V (2004), fig.49, evokes the same sensation of 
uncertainty and apocalypse. Two bodies are visible from the back; one of them, 
equipped with just one wing, is falling down. Their sex is indefinable. Above, a 
fragment of a male‘s torso floats, as though flying or perhaps also slowly falling. 
Around, there are other pieces collapsing. Città Perduta VI (2004), fig.50 and Città 
Perduta VII (2004), fig.51, seem almost clinical and sterile. Perfectly immaculate and 
smooth surfaces of bodies merge into an expressionless background. It evokes a 
tranquil and quiet underwater world, as though of lost Atlantis. The first image 
represents a figure of Icaria among bodily parts. Armless, footless and headless, she has 
two fractured wings and a giant hole in her stomach. There is another figure standing on 
a pedestal, and a huge head staring at it.  Icaria‘s sexual organ is replaced with 
Medusa‘s head, looking down and screaming. The second representation portrays two 
falling Icaria‘s bodies: a torso - with a leg and genitalia in the shape of Medusa‘s head, 
falling apart, and a trunk – a smooth female‘s back with wings attached upside down. 
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The female torso appears again in the figure of Torso Ikaria Grande (2002), fig. 
39. It has a square niche cut in the body with a male‘s head located inside. Sex is 
replaced with Medusa‘s representation. She has empty eyes and hair that turn into 
snakes writhing around her face. There is a head, presumably masculine, attached at the 
top of her forehead. Even though it squints its eyes, it stares fiercely forwards, 
enforcing Medusa‘s gaze. It is interesting that female‘s and the male‘s representations, 
whose gaze is the main focus, are located exactly in the place of sex. 
 
„Merger type sexuality‟ 
Hélène Cixous, in her essay The Laugh of Medusa,
775
 explores female 
representations in history through their bodies as a medium of communication. By the 
metaphor of a dark, unexplored room, she talks about female fears – of language and 
sexuality - resulting from the male dominance and the myths and images, for instance 
of Medusa and the abyss, they imposed.
776
 She discusses bisexuality in culture, 
subjecting it to a phallogocentric order, which establishes constraining structures that do 
not allow women to reclaim their voice. Cixous‘s discourse abstracts from the Freudian 
Oedipal trajectory and the total divided in two sexual halves - hetero and homo - that 
are both placed under the control of castration fear. 
The separation between the male and the female and the subordinating and 
repressing of the feminine with the masculine leads towards a ‗new sexuality‘, what 
Cixous calls the ‗other bisexuality‘,777 annulling the division between sexes and the 
implied differences. The deconstructing of the slash between the sexes dissolves the 
split. Cixous refers by ‗bisexual‘ (and hence neuter) to the concept of bisexuality based 
on castration fear and the idea of the total being composed of two halves, where the 
difference implies loss. Here, neutrality dissolves all the power associated with the 
individual‘s sex. This conception of the ‗merger type sexuality‘778 is opposed to the 
‗other bisexuality‘,779 which is liberated from phallocentric representationalism but it 
still emphasises differences rather them annulls them. In the ‗merger type sexuality‘ the 
dichotomy of the self and the other does not exist and all oppositions forming the binary 
are erased and fused. There is no uniform and homogenous, classified sexuality - male 
                                                        
775 Cixous, Hélène. ‗The Laugh of the Medusa‘, op. cit., pp. 245-264 
776 For discussion on the myth of Medusa and concepts of wholeness and fragmentation see chapter three. This 
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or female, presence or absence, language or silence, light or dark, active or passive, 
good or evil. This other bisexuality does not melt the masculine and the feminine 
together, but rather dissolves the distinctions and draws sexuality from any body and 
any time. Cixous states: 
 
Bisexuality: that is, each one‘s location in self of the presence (…) of both sexes, non-
exclusion either of the difference or of one sex, and, from this ―self-permission‖, 
multiplication of the effects of the inscription of desire, over all parts of my body and 
the other body.
780
 
 
Androgynous Eros  
Desire is inscribed in this ungendered space, but still allowing individuality. 
This concept of the ‗other bisexuality‘, dissolving dichotomies, contextualised in 
Derrida‘s and Lacan‘s poststructuralist ideas, corresponds to previously mentioned 
Wendy Steiner‘s,781 Leslie Heywood‘s782 or Judith Butler‘s783 and Luce Irigaray‘s784 
idea of androgyny. Quinn‘s works represented at the exhibition Allanah, Buck, Catman, 
Michael, Chelsea, Pamela and Thomas resonate with the current in-betweenness and 
the impossibility of labelling what is feminine or masculine. The re-feminised, re-
masculinised trans-bodies are beyond any categorisation. The body is re-made in the 
context of classical perfection and idealisation. In a sense, it is left, to reach the ‗other‘. 
The term ‗androgyny‘ comes from ancient Greek and, in a broad sense, defines 
the one, which is composed from two parts - andro, signifying the male and gyn 
defining the female.
785
 It describes a condition where the confines between sexes are re-
appropriated and transgressed.
786
 The dynamism between the feminine and the 
masculine refers not only to their interaction and their embracing in one another, but 
also to their oppositions within differences. This co-existence of antagonisms and lack 
of distinguishing boundaries is best embodied in the god Eros – ‗the sexual passion‘787 - 
who ‗was double-sexed and golden-winged and, having four heads, sometimes roared 
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like a bull or a lion, sometimes hissed like a serpent or bleated like a ram‘.788 As the 
incarnation of Love, Eros disregards all social constraints and gender-based 
conventions. He is a harmonious union of the feminine and the masculine polarities 
within psyche, setting the universe in motion.  
Mitoraj‘s Eros Alato from 2000, fig.52, represents a seemingly male bronze 
torso, but with female breasts. The wings are stronger and rougher than the ones 
portrayed in Icarias. Even though the body is muscular, the sex is ambiguous as though 
unfinished, double or hidden from sight. The body of Eros consists of two layers, as if 
belonging to two sexes. The strata interlace with one another as though not being able 
to decide what layer will appear on the surface as the final one. Also, in other works by 
Mitoraj – for example, Eros Alato con Mano (2001), fig.53, –femaleness is juxtaposed 
with maleness. The white marble body, covered with wings and held gently by a male‘s 
hand seems to be in a process of being born. It is indeterminate and indefinite, in 
between. The layering and the collision of the female and the male, epitomised by the 
lack of clearly defined sexual organs, serve to dissolve all distinctions. In a 
conversation with Giorgio Cortenova, Mitoraj says: ‗Beauty is alien to sexual 
distinction, it‘s even alien to sex itself – like Eros, which for me corresponds to a 
particular condition of being, to pathos.‘789 
In Quinn‘s Allanah and Buck (2010), fig.54, the male and the female are having 
sex. Their bodies are smoothly finished in bronze, sanded and lacquered. Every detail is 
portrayed – Allanah‘s enlarged lips and long nails; Buck‘s wrinkles, tattoos and the 
tension in the body seen in visible veins and muscles. Their faces show emotions – 
pleasure and ecstasy but also delicacy, as for instance in the portrayal of how Allanah is 
touching Buck‘s shoulder. There is something gentle and calm about this 
representation. Even though it is a sculptured shot from a pornographic movie, the 
couple are not vulgar or perverse. Again, at first, everything seems ‗normal‘ or 
traditional. Only after a moment, can the spectator actually realise that it is the woman 
who is penetrating the man. It is he who becomes the abyss and the black hole. 
Femininity and masculinity are mixed together, confused; the border between genders is 
blurred. In the sexual act the bodies become one. Here, Allanah and Buck also become 
one, exchanging and reversing roles traditionally prescribed to women and men.  
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The „androgyne‟ 
Consequently, desire also becomes whole, composed from dualities that are 
brought into balance. The archetype of androgyny has demonstrated its presence 
throughout history and is one of the oldest experienced, only second to the one of the 
Absolute.
790
 The idea of duality shaped the Platonic Western tradition, to which I refer, 
but is also a basis of Buddhism (dual state of consciousness), Taoism (Yin and Yang) or 
Hinduism (mind and matter).  Even in the book of Genesis, God created the female and 
the male in his own image, that of the androgyne - ‗so God created man in his own 
image, in the image of God he created him; male and female he created them.‘ (Genesis 
1:27, King James Version)
791
 This image of God threatened the patriarchal principle 
and was consequently eliminated from the Judeo-Christian tradition. It seems to 
correspond to Louise Bourgeois‘s works, for instance Toi et Moi II (1997) or End of 
Softness (1967), where she combines the male and the female in pre-sexuality – the 
non-differentiated structure of gender‘s complementarities. 
In Plato‘s Symposium792 the figure of the androgyne is mentioned during a 
discussion on the nature of Love and its modes of expression. Aristophanes tells a story 
of circular beings that existed before the split into masculine and feminine halves.  
 
For the original human nature was not like the present, but different. In the first place, 
the sexes were originally three in number, not two as they are now; there was man, 
woman and the union of the two, having a name corresponding to this double nature; 
this once had a real existence, but is now lost, and the name only is preserved as a term 
of reproach.
793
 
 
The three original wholes that existed – the male/the sun, the female/the earth and the 
male and female in one being/the moon,
794
 were searching for its other part, which 
could be of the same or different sex. They desired to become ‗One‘ again and loosen 
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all the boundaries. The ‗primordial oneness‘, joining the two beings, created the 
harmonious life, beyond pure sexuality.
795
 
According to Carolyn Heilbrun even the myth of Oedipus has androgynous 
implications. The murdering of the father and the marrying of the mother might lead to 
the exposure of the feminine element.
796
 June Singer questions the concept of 
androgyny as an archetype inscribed in the human psyche witnessing the primal 
unity.
797
 She refers to C. G. Jung‘s concept of an archetype based on Plato‘s ‗eidos’, 
which indicates the existence of a primordial, universal type
798
. Singer sees androgyny 
as precisely that kind of archetype, constantly represented in myths and various socio-
cultural signs, ‗primordial cosmic unity, having existed in oneness and wholeness, 
before any separation was made.‘799 The ‗One‘ embraces all oppositions that are not yet 
recognised. At a certain point in time, wholeness is broken open and there exist the 
‗two‘ distinct entities that polarise. All the differentiations – as the mind and the body 
or light and dark – derive from these opposites that join in pairs. The binary of the male 
and the female represent the energetic power of creation. The two beings were 
separated before re-joining and formed one body, ‗unity-totality‘ - ‗the Primordial 
Androgyne‘.800 It consisted of all the opposites and potentialities of duality. 
Androgyny is often confused with bisexuality and hermaphroditism. The latter - 
deriving from the myth of Hermaphroditus, a double sexed being, the son of Aphrodite 
and Hermes
801
 - implies the shifting of sex qualities, including internal and external 
characteristics, towards the opposite sex. It refers to the appearance of the sexually 
distinct features that are blurred, the physical sex that is undifferentiated. It embodies 
ideas of ambiguity and confusion. 
Bisexuality, on the contrary, describes the confusion regarding gender 
identification – masculinity or femininity.802 Androgyny has often been mistaken also 
for the Romantic image of a young boy with girlish features or a woman with a boyish 
figure.
803
 Sontag defines it as one of camp‘s main sensibilities – ‗sexless bodies‘ and 
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‗androgynous vacancy behind the perfect beauty‘.804 According to Singer, androgyne is 
not extreme, either in terms of emphasising one‘s sex or differentiating sexes 
interpersonally.
805
 She remarks: 
 
[The concerns] of the androgyne are mainly intrapsychic. The androgyne consciously 
accepts the interplay of the masculine and the feminine aspects of the individual 
psyche. One is the complement of the other.
806
 
 
Its images are often imperfect and incomplete, re-instating the vision of the double-
sexed god Dionysus, whose borderline nature between the masculine and the feminine 
is represented as mad, sexual, but still uniting the opposites.
807
  
 
Binary oppositions 
Marc Quinn, in his latest works, besides issues concerning the body, investigates 
self-identification based on gender and sexuality, still imprisoned in a rigid system of 
biology and morphology. Self-recognition goes beyond sexes and often cannot be 
classified according to the dominating distinction between female, male or neutral. It is 
a fluid process that requires the liberating of gender and, as I will argue further, 
recognision of the new desire that would allow different transmutations. At the same 
time, this would encourage going beyond heavily loaded connotations such as ‗she-
male‘ or ‗transsexual‘. Some recently proposed pronouns, such as ‗ze‘, ‗zer‘ or ‗mer‘, 
‗ey‘, ‗em‘, ‗eir‘808 or ‗hir penis‘, ‗hes vagina‘809 slowly appear to substitute the 
traditional linguistic constructs. As Joachim Pissarro and Mara Hoberman suggest: 
 
Regardless of how language develops in order to adequately characterise such a 
diversity of humanity, Quinn‘s work signals the urgent need to confront the current 
limitations of language with respect to the prescient political issues of human rights and 
self-expression.
810
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The erasing of distinctions between the male and the female destroys other 
differences associated with binary oppositions. Gender studies refer to the binary or 
multiplication systems, distinguishing two or more genders. Butler remarks: 
 
Gender is not exactly what one ―is‖ nor is it precisely what one ―has‖. Gender is the 
apparatus by which the production and the normalization of the masculine and feminine 
take place along with the interstitial forms of hormonal, chromosomal, psychic, and 
performative that gender assumes.
811
 
 
Gender goes beyond the traditional binary of the masculine and the feminine, which 
does not allow any trans- or cross- gender permutations. According to Butler, gender is 
a mechanism transmuting, naturalising and producing the female and the male.
812
 She 
explores gender and sexuality together with sexual difference.
813
 This question, also 
asked by Irigaray and called the ‗sexuate difference‘,814 inaugurates a certain 
problematic of the contemporary socio-political culture, interrogating the status and 
roles of the female and the male. The notion does not need to be re-established 
biologically. It poses questions concerning the psychic, the discursive and the social – 
where they commence and end. Butler recognises sexual difference as ‗the site where a 
question concerning the relation of the biological to the cultural is posed and re-posed, 
where it must and can be asked, but where it cannot, strictly speaking, be answered.‘815 
She revisits the concept as a locum, where ‗psychic, somatic and social dimensions‘816 
intertwine, but do not collapse into one another. Irigaray sees sex as a category between 
the biological or the social, and thus distinct from gender, located in the linguistic.
817
 
Cixous describes female sexuality as not being centralised, in the way that its 
male equivalent is, and not subordinated to a larger whole.
818
 ‗Female‘ is a totality 
composed of whole parts, completely independent subdivisions, not organised around 
some central fragment, as exemplified by Arman‘s Venuses, for instance Ca Tourne 
(1996), fig.55, where the female‘s figure is cut with wheels but all her parts still seem to 
function as separate whole parts or L'Envers de Desir (Small Venus) (1995), fig.56, 
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where the body becomes a box, whose various compartments can be opened – part of 
the torso, head or the hand – establishing new totalities.  This is also the case with the 
new desire, which is not constituted from pre-determined or pre-completed units. The 
male and the female merge together as in Mitoraj‘s Grande Porta (2001), fig.6, 
representing a fragment of a male torso, tied with bands, with attached geometrical 
objects and a hole, cut in the chest, in which a small head is located.  From under the 
male‘s skin, a visible female body emerges. Each of the beings encapsulates the other. 
Interestingly, the locations of the woman‘s and the man‘s sexuality coincide in 
Mitoraj‘s rendering. Nonetheless, both are invisible, as though undecided, as evidenced 
by the following extract by Cixous: 
 
I do desire the other for the other, whole and entire, male or female [...] Castration? Let 
others toy with it. What‘s a desire originating from lack? A pretty meager desire.819 
 
Sexuality has a very strong structure focused on the phallus and castration. As 
Baudrillard remarks: 
 
Within our body we experience not one sex, not two, but a multitude of sexes. We do 
not see a man, or a woman, but a human being, anthropomorphic (…) Our bodies are 
tired of all the stereotyped cultural barriers, all the psychological segregation.
820
 
 
According to Baudrillard, feminism opposes the phallocratic structure in terms of the 
body, language, autonomy, speech, writing, pleasure but not seduction. Its connotation 
to the external, the outside form is considered to be shameful. Seduction‘s power lies in 
governing the universe of signs,
821
 not only the real. Baudrillard considers seduction as 
a weapon that plays with appearances, reverses them constantly, making reality 
vulnerable and fragile.
822
 It is far from the sexualisation of the body and the phallic 
incarnations. However, the feminine, as appearance, can defeat the masculine.  
 
Fashionised bodily costumes 
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The variations on the bodily exposure are best exemplified in fashion by the 
changing silhouette and proportions of fashion mannequins. From the 1920s they were 
natural; accentuating the bust, waistline and the hips, then the buttocks and the stomach 
were gradually flattened, but still defined the body. From the 1950s and predominantly 
in the 1960s, the new vision of the body – elongated, angular, static and androgynous – 
was established. It opened the arena for various physical types, broadening the criteria 
of what might be considered beautiful.
823
 Dorothy Schefer asks if androgyny became 
the new beauty ideal.
824
 Harold Koda remarks: 
 
With the cultural relaxation of rules of appropriate body exposure, a universal standard 
of beauty became increasingly problematic, no matter how inclusive it was in relation 
to the past. The refuge of wearing foundation garments to re-form the body was 
obsolete, and the greater tyranny emerged of an ideal of beauty with the impossibility 
of recourse to artifice. In no other century has the ideal form of the body been in such a 
flux.
825
 
 
Together with the production of the new silhouette and the corresponding 
designs, art assimilated concepts deriving from fashion, such as gender, the body and 
production. Also, the notion of beauty was addressed in terms of its components, 
relevance and the application of the universal canon.
826
 Contemporary sculpture 
absorbed the idea of the costume as a mechanism to transform the body and explore it 
as an entity built from separate, yet whole, parts. The body became mutilated and 
dressed in tropes and canons. It could even be said, that it became ‗fashionised‘, as the 
reorganisation of the figure and its proportions is the principal element constituting 
fashion. The mechanism works also analogously, as fashion incorporated critical 
theories. The variations of the notion of beauty and the subverting of the dichotomy 
between the beautiful and the ugly, the feminine and the masculine were also inscribed 
in the body, which became an androgynous site of producing narratives, engaging with 
gender issues, ambiguous sexuality and the critique of the cultural and the political. 
 
Summary 
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In this section, I discussed Cixous‘s concept of the ‗merger type sexuality‘, and 
the associated notion of androgyny, investigating its origins, briefly examining its 
history and presence in the discourses of Judith Butler, Luce Irigaray and Leslie 
Heywood. The figures of Icaria and Icarus led me to Eros – the sexless god, embodying 
the concept of the ‗new desire‘ and hence the new sexuality. In the context of fashion 
and appropriations of bodily canons, I also looked at the changing silhouette towards 
annulling the distinctions between the male and the female. The malleability of the 
body implied, again, the concepts of costumes and make-up. 
The new desire requires an engendered beauty, the body and wholeness - as 
androgynous, not bisexual beauty - associated rather with seduction in postmodern 
discourse, and I am referring here to Baudrillard, rather than the eighteenth century 
interpretation of the concept. It needs transformation. As Baudrillard proposes: 
 
Either the structure remains the same, with the female being entirely absorbed by the 
male, or else it collapses, and there is no longer either female or male – the degree zero 
of the structure. This is very much what is happening today: erotic polyvalence, the 
infinite potentiality of desire, different connections, diffractions, libidinal intensities – 
all multiple variants of a liberatory alternative coming from the frontiers of a 
psychoanalysis free of Freud, or from the frontiers of desire free of psychoanalysis. 
Behind the effervescence of the paradigm of sex, everything is converging towards the 
non-differentiation of the structure and its potential neutralization.
827
 
 
Gender has become fragmented. Finally, the norms describing its boundaries 
have the potential to loosen and open. Parts, sections, cuts and appropriations invite us 
to re-visit the idea of wholeness and completeness also in terms of androgyny and its 
composition from independent entities. Cixous‘s ‗merger type sexuality‘ affords a view 
of the body as a compilation of the feminine and the masculine, beautiful and ugly, 
psychical and physical. It inscribes desire in an ungendered space - although dissected 
and cut, it remains constituted from individual whole elements. To conclude, I refer to 
Baudrillard‘s account: 
 
No more faces, no glances, no human figures or bodies there – organs without bodies, 
flows, molecules, fractals. The relationship to the ―work‖ is on the level of 
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contamination or contagion: you plug in, become, absorb, immerse yourself just like in 
flows or networks. Metonymical linkage, chain reactions.
828
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Section 4 „Trans-sexulity‟ or transvestism 
„Micro-scenarios of unsexuality and trans-sexuality in all its forms. Resolution of 
sex into its disjecta membra, its part-objects, its fractal elements.‟829  
 
Here, I want to explore the new trans-sexuality or trans-vestism that centralises 
on the indistinctness of sexes, as also contemporary beauty and aesthetics focus on the 
indistinctness of aesthetics. Sex lost its singularity, as Baudrillard remarks: 
 
This is the era of the Transsexual, where the conflicts linked to difference – and even 
the biological and anatomical signs of difference – survive long after the real otherness 
of the sexes has disappeared.
830
 
 
Through the discussion of papers presented at the Troubling Desire(s) in Art 
symposium in Birmingham in 2009, I investigate the new sexual politics including 
transgender phenomenon, which brings together gender and sexual identities. The 
‗theatricalised politics‘, applied in this research, focuses on how notions of difference 
and otherness are incorporated in the socially structured body and identity. Volcano Del 
LaGrace‘s notion of ‗intersex bodies‘, merging femaleness and maleness, challenge the 
‗expected‘, referring to Cixous‘s ‗merger type sexuality‘.  This inter-corporeality 
resonates with what I call trans-bodies. 
Next, I move on to explore the commodified body and ‗trans-beauty‘. In the 
context of gender identity, I raise questions concerning identity and the self, which 
require a new body, reflecting social contradictions. I look at the female as no longer 
opposed to the male. It transgresses sexual difference and functions in this new trans-
body. The feminine image is capable of seducing with the projected male‘s fantasies 
imposed on her, establishing a mirror or trompe l’oeil effect, which I will discuss in the 
following section.  
 
Trans-sexuality and „theatricalised politics‟ 
People portrayed by Marc Quinn, whose sculptures are displayed at the 
exhibition Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas (2010) have 
theatricalised and transformed their bodies that now exist in hybridised states of 
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dubious sex. They are as though in a fluid state of transition and evolution. Joachim 
Pissarro and Mara Hoberman suggest, after Baudrillard, the term ‗gender-bender 
bodies‘ to describe how the inside and the outside persona can be reassessed and 
appropriately expressed beyond the traditional notions of sexuality and gender.
831
 The 
seven sculptures in marble, silver and bronze portray people who metamorphosed their 
bodies to fill the inconsistencies between their inner self and the external appearance. 
The body is epitomised as a material, a viable medium, in constant flux that can be 
forged in order to depict the inner self. These mutations, hybrids or metamorphoses 
externalise the identity residing inside. All those people have transformed themselves – 
they have made their bodies, re-shaped them, re-adopted to express the inner self. The 
corporeal becomes fascinating in its fluidity, diversity and malleability.  
At the Troubling Desire(s) in Art symposium on 14
th
 November 2009, which 
was hosted in conjunction with the SHOUT festival in Birmingham - a series of events 
dedicated to bisexual, transgender and homosexual community, focused on queer theory 
and practice – speakers investigated the phenomenon of the queer as a new kind of 
inclusive politics, which was taken as bringing together gender and sexual identities. 
Gavin Butt, the chair of the symposium, used the term ‗theatricalised politics‘, to 
encapsulate the current situation within the domain of sexual politics, where attention is 
increasingly focused on the extent to which the socially structured body and identity 
incorporate notions of physical difference. 
The concept of seduction has been enlarged to incorporate interchanging 
identities functioning in a composite matrix of the social, the political and the cultural. 
The corporeal, located in this context, becomes loaded with notions of intimacy, 
pleasure and desire. Jonathan Katz, in his paper Art, Eros and the Sixties explored 
desire as a utopian dream, a political platform, but most importantly as a loosening 
identity and a bridging of differences. This contemporary liberation, under the sign of 
Eros, was once defined by Herbert Marcuse as ‗the political potential of Eros [that] 
turned on its ability to free the mind through a return to the body and its disruptive 
pleasures.‘832 Katz suggested that the Freudian concept of ‗boundarylessness‘ inscribed 
in Eros, refers to the intertwinement of the physical and the psychical.  
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The body, associated with the flesh and functionalism, is, in fact, a 
polymorphous organism, seductive and pleasure-seeking/dispensing. Eros, with its 
liberating potential, explores the erotic of the social body – as it is latent in such 
contemporary classifications as gay, hetero, trans, inter, and others. Katz argued that the 
groundbreaking exhibition: This is Tomorrow in the Whitechapel Gallery in London in 
1956, specifically the collage by Richard Hamilton: Just what is it that makes today's 
homes so different, so appealing?, contributed enormously to the sexual fluidity and the 
disappearing distinction of the social codes. It created a dream of individual identities 
liberated from the destructive forces of capitalism. The new image of the body does not 
deny Eros and bodily pleasures. The flesh and form – perfect, classical, seducing, 
fragmented, sexual – becomes a material, a jubilation of the erotic, where the female 
and the male resonate in one physical body. This inter-subjectivity equalises sexes on 
the socio-political level. The differentiations transform into togetherness and 
interconnectedness, which characterise the constitution of a universalised Eros.  
The next speaker, Dominic Johnson introduced the concept of live art in the 
paper Intimacy and Risk: Performance after operation Spanner. Live art, as an event, 
puts the body in risk and in the crisis of intimacy, where subjectivity is compromised. It 
varies from body art, as the search for meaning happens in the context of sex and 
gender. The body is modified and harmed by cuts, piercing, etc. It functions as a live 
theatre, where the subject is performed and put into play. Again, the body is 
transgressed, even if in extreme, sadomasochistic circumstances, it looks for 
completeness, instead of either/or. It becomes trans – physically, socially, politically 
and lastly, also in terms of identity.  
Finally, I would like to focus on the last presentation at the symposium by the 
artist Volcano Del LaGrace, who in the paper entitled Hermaphroditic Desires and the 
Impossible Dream explored the notion of ‗intersex bodies‘, which are neither 
exclusively male nor female, constituted of both sexes, nonetheless exhibiting 
substantial differences from trans-bodies. Del LaGrace challenged the ‗known‘, asking 
whether she/he is doing gender or is gender doing her/him? Born as Debra Dianne 
Wood, Del LaGrace functioned as a multiple self, blurring the boundaries between 
genders. The body is used as a primal material, defined and domesticised by clothes and 
make-up. ‗What you see‘ becomes deconstructed by ‗what you get‘. In the statement 
Volcano says: 
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I name myself. A gender abolitionist. A part time gender terrorist. An intentional 
mutation and intersex by design, (as opposed to diagnosis), in order to distinguish my 
journey from the thousands of intersex individuals who have had their 'ambiguous' 
bodies mutilated and disfigured in a misguided attempt at 'normalization'. I believe in 
crossing the line as many times as it takes to build a bridge we can all walk across.
833
 
 
Volcano described herself/himself as not gender and not age appropriate. She/he 
becomes some gender, a hybrid, a question. On her/his wall on Facebook, she/he wrote: 
‗I refuse the concept of the body beautiful, that there is only one acceptable body type. 
Mutations come in many forms...‘834 
 
The commodified body in trans 
In transvestism, biology is separated from signs and so there is no more sex. The 
signs are seduced and reduplicated. The binary of the inside and the outside contest the 
relation of the seen and the known. Butler remarks: 
 
The heterosexualization of desire requires and institutes the production of discrete and 
asymmetrical oppositions between ‗feminine‘ and ‗masculine‘, where these are 
understood as expressive attributes of ‗male‘ and ‗female‘. The cultural matrix through 
which gender identity has become intelligible requires that certain kinds of ‗identities‘ 
cannot ‗exist‘ – that is, those in which gender does not follow from sex and those in 
which the practices of desire do not ‗follow‘ from either sex or gender.835 
 
The essential foundations of the body are questioned and recomposed in the context of 
identity. The ethics and aesthetics of the self also demand a new body – trans-body, as I 
would like to propose - which encapsulates social contradictions. The corporeal does 
not oppose the mind, but becomes an active medium. Baudrillard sees the currently 
liberated body as ‗omnipresent‘, evoking obsessions and cults of the physical, even 
substituting the search for the soul in terms of ideology and function. ‗The body is a 
cultural fact.‘836 
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According to Baudrillard, the subject – in the present structures of production - 
is diffracted into the corporeal representation as the capital and as fetish, the consumer 
object.
837
 Since the 1980s, when sculpture confronted notions of the city, consumption 
and the manufactured object,
838
 the figure became a toy in a game of signs. It still 
looked at the power of myth and history, but pragmatically, without immersing itself in 
the past. Anti-heroism, temporality and the everyday described the images that 
circulated between the popular and art, transforming in various situations and contexts. 
American ‗commodity sculpture‘ of manufactured goods and other commodities 
fetishised the sign. The sculpture corresponded with the manufactured object, 
exchanging and distributing meaning. Nonetheless, the art work was differentiated 
either by the display – in public or private space – or by a feature – colour, scale, etc.  
Jeff Koons, for example, creates a second layer to the object, as if an additional 
skin, usually executed in exquisite materials. Sometimes, he puts his works in cases as 
though on the shop window, not protecting them but ironising the will to ‗preserve‘ by 
institutions such as museums, emphasising the desire to possess items still out of reach. 
They become seducing signs, available only to sight, protected from touch. 
Recognised objects, often circulating as kitsch, like for instance, Venus or 
Madonna, were reproduced again, trans-formed and re-situated. Katharina Fritsch 
makes works that project the quotidian and clichés of everyday life. In her solo 
exhibition Katharina Fritsch from November 2009 to February 2010 in Deichtorhallen 
in Hamburg, she presented a group of figures, commonly recognised – Madonna, snake, 
classical torso, St. Catherine, Santa Claus and St. Michael – painted in purple, yellow, 
white or black. The context becomes equally important with the object, whose existence 
depends on the situation. It does not exist in a vacuum anymore, as an independent 
being. The body is re-appropriated, trans-vested and dressed up. It wears the skin, the 
make-up, implying ‗the false sexual pathos‘.839 It becomes more perfect, smooth, 
following the narcissistic cult and the classical canon. It is functional as form and flesh.  
 
„Trans-beauty‟ and „trans-body‟ 
Baudrillard also suggests that beauty and eroticism constitute a new attitude 
towards corporeality. It is suspended between two contrary poles - the feminine and the 
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masculine - that could be named ‗phryneism‘ and ‗athleticism‘840 - but also becomes an 
imperative, applied not only to describe woman or man, but the body or the object. 
Beauty‘s ethics, parallel to the ethics of fashion, decreases the specific bodily values, 
for instance sexual, to a single ‗exchange-value‘, embodying the concept of desire and 
pleasure. In Baudrillard‘s account: ‗For beauty is nothing more than sign material being 
exchanged. It functions as sign value.‘841 Additionally, the new sexuality and, 
consequently, the notion of trans-beauty it has generated, rediscover the body, which 
becomes theatricalised, seduced; converted into a form of a make-up.  
On this occasion, I would like to come back to Venus/Aphrodite, the ‗Goddess 
of Desire‘842 - as the representation of love, sexuality and beauty, the reflection of Eros. 
According to both Cixous and Anne Koedt, woman is defined sexually by what pleases 
men, what originated in the myth of a liberated woman and vaginal orgasm.
843
 Venus 
functions as the archetypal femme fatale, the ideal woman engendered by means of a 
masculine projection of femininity, periodically re-simulated as Medusa, Icaria, 
Playboy Bunny; what Baudrillard calls ‗a hysterical and supernatural metaphor‘, 
‗realized utopia‘844, deriving from the ‗Romantic Eros‘. 
Marc Quinn‘s Chelsea Charms (2010), fig.2, displayed at the recent exhibition 
Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas (2010), is like a re-
made Venus archetype; what Quinn calls ‗an extreme version of Aphrodite‘.845 The 
artist also remarks that the figure represents a paradox of opposites – femininity or even 
hyper-femininity embodied by huge breasts and, at the same time, masculinity 
expressed by the sculpture‘s profile evoking a penis with testicles. The sculpture 
represents a standing figure of a woman in a classical pose of contrapposto from the 
waist down, accentuated by her wearing Greek sandals. The woman‘s hips are wrapped 
in textile, as in ancient sculptures, where the drapery spirals around the contours of the 
body. The fabric is composed into rhythmic folds and pleats, corresponding to bodily 
curves and waves of Chelsea’s long hair. However, the material is not fragile and 
ephemeral as in wet-drapery of Classical Greek art used as a foil to nudity. It rather 
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creates a base for Chelsea’s upper body, which differs from Classical Greek poses. The 
woman supports one of her breasts with her right hand, while the left hand lies gently 
on her head, combing her hair. Chelsea closes her eyes; her lips are partly open, as 
though in a smile. She is a seductress, a realised erotic utopia. Chelsea represents the 
classical ideal by simulating the pose of Venus. At the same time, she refers to the 
contemporary ideal image of woman with huge breasts. A certain body type and even 
posture, not only acceptable but pre-eminently desired, is sculptured in white marble. 
Chelsea defines what we fail to recognise in the conventions – either classical or 
contemporary – and what we exclude. The poses and materials embodying purity and 
beauty demonstrate the need to go beyond the conventional – aesthetic, sexuality, 
gender or bodily images. The figure illustrates the possibility of a fusion of the 
transgressive and the marginalised – outrageous but at the same time possible. 
This new image of woman was re-presented, together with the resurgence of a 
rekindled fixation with sexual difference, at the end of the nineteenth century. 
According to this new sexual paradigm, the female and male became their own 
reflections in a manner that annuls gender distinctions. The female‘s otherness has been 
substituted for the notion of similarity.
846
 Woman has vanished, not physically, but 
instead she mirrors the masculine idea of the feminine and answers to the archetype of 
sexual attraction. In Baudrillard‘s account: 
 
The femme fatale is never fatale as a natural element, but as artifice, as seductress or as 
the projective artefact of male hysteria. The absent woman, ideal or diabolic, but always 
fetishized, that constructed woman, that machinic Eve, that mental object, scoffs at the 
difference of the sexes. She scoffs at desire and the subject of desire. More feminine 
than the feminine: the woman object.
847
 
 
Is the feminine a reflection in the male gaze reproducing desire? Is the image 
seducing with rouge lips, perfect body and soft skin - as in Quinn‘s perfect women, 
Banksy‘s Venuses, Mitoraj‘s Icarus‘ or Janine Antoni‘s figures? - or is it a pure 
construction: the external appearance?  Pornographic imagery, such as Koons‘s works - 
Dirty – Jeff on Top, Couch (Kama Sutra) or Violet-Ice (Kama Sutra) (1991) - a 
repertoire of poses and whims, hysterical laughter, sexual harassment – it all develops 
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and caricaturises the male hysteria of the female body. The feminine is no longer 
opposed to the masculine; it functions beyond sexual difference – in the trans-body and 
its trans-beauty. The female plays with the male, seducing with tropes and tempting 
with the imagined, projected representations. Is the mirror implying striptease or trompe 
l’oeil? Baudrillard asks: 
 
Is the female gender capable today of producing – since it no longer wishes to personify 
it – this same seductive otherness? Is the female gender still hysterical enough to invent 
the other?
848
 
 
The sexual is eclipsed, disposed, parodied but as imagined by men, like in Ninja 
toy Venus de Milo or Murakami‘s figures. It is a game of signs, exaggerated sexuality. 
Beauty can also be trans-vested in this way; made-up. The excess of the outside form, 
for instance classical - as in Robert Graham‘s Venice Torso (2007), fig. 57, a 
voluptuous and juicy figure of Venus in a pose of seductively stretching every inch of 
her perfect, immaculate and smooth body - can serve as a solution by presenting too 
much, as an ironic commentary on the external, over-simulation and at the same time 
triumph of the suggestion.  This trans-vested beauty, exaggerated and engendered, 
serves as a signifier of classical objectification and desire. 
The illusion that disappeared together with desire causing the era of trans and 
hyper also refers to the body. A new trans-body or hyper-body has replaced the illusion 
of it. The body became visible, fragmented and dissected into small particles. 
Androgynous, disabled, impaired or extraordinary beautiful – it has developed into a 
hypercorporeal being, a hero or a heroine, an ancient idol that referred paradoxically to 
a false conception – unreal or hyper real – but never simply true. The most exhibitionist 
forms, almost reaching the absolute, present the lack and the abyss. Only Cixious‘s 
‗Medusa laugh‘849 can offer a closure – laughing at itself through ironic antiphrasis.  
 
The hyper-real body 
Super-real representations and counterfeit images of the body – such as 
Hanson‘s or De Andrea‘s – project illusions, as if the body becomes another product of 
consumer culture and technologised society. Simulacrum reverberates in the sexual 
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works of Koons or the Chapman Brothers. These trans-bodies very often disturb and 
cause discomfort. They play with the image and the notion of identity. Koons‘s or 
Murakami‘s figures - as those presented at the exhibition Pop Life. Art in a Material 
World, in the Tate Modern in London, from October 2009 to January 2010 - even 
though seeming platitudinous and idyllic, also evoke certain aggressive reactions. The 
ideal beauty is, in a sense, disturbed, over-dressed as though injected with steroids. The 
abundance refers to the projection of male gaze, the desire and the imaginary femme 
fatale; ideal woman.  
By contrast, some assemblages function as representations of Julia Kristeva‘s 
‗abject‘ which ‗disturbs identity, system, order, what does not respect borders positions, 
rules‘.850 The baseness of the body, with all its fluids and ambiguity, questions 
traditional aesthetic categories. What remains in-between, disrespecting borders, is 
often embraced in Louise Bourgeois‘, Eva Hesse‘s, Robert Gober‘s or Kiki Smith‘s 
uncanny bodies. The ambiguous rules were also employed by contemporary sexualised 
art practices, often focusing on homosexual or feminist issues. 
The hyper-real approaches the corporeal in its every dimension. Bodies are 
dissected into parts and organs. Beth B Hysteria – a multimedia installation (2000) – 
refers to notions of desire, nineteenth century definitions of hysteria and the image of 
the female in the society. Other works, such as Trophies 9 (Anorexia Nervosa) (1995), 
include references to various medical conditions associated with woman, or to the 
limiting of the female on various levels – as for instance female circumcision or 
wearing corsets. Beth B differentiates the body of a woman from that of man, grants it 
an iconic status, celebrates female genitalia, challenging accepted views, stereotypes, 
sexuality and the idea of the cure.
851
 These two cannot be reconciled as there will be no 
attraction. Seduction requires difference. Baudrillard remarks: 
 
There exists a strategy of seduction, and symbolic exchange in seduction itself. 
Because, like challenge, it is a reversible form. Other people go through the mirror very 
calmly, like Alice. They reach the state of seduction, which is the most sublime of 
states, far more sublime than the state of things.
852
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Summary 
In this section I investigated the new transgender politics, which led me to 
notions of difference and otherness, establishing the new trans-body, incorporating 
Cixous‘s ‗merger type sexuality‘ and issues regarding the self and the identity.  I also 
looked at the trans-beauty and ‗woman‘, who goes beyond the binary oppositions 
between the feminine and the masculine in the trans-body.  
The external appearance of the body creates the mirror image that represents a 
reality where there are no shadows as if in the Baudrillardian concept that ‗things have 
swallowed their mirrors‘, which will be discussed in detail in the following section. The 
Looking-glass reality is nearly the same, only ‗the things go the other way‘853 and ‗look 
different on beyond‘854. Objects seem the same but, at the same time, they look 
differently. They are ‗trans‘; they wear a costume of the mirror reflection, of the 
beyond. Contemporarily, the body also persists in being wrapped in tropes and 
metaphors. It is located in a game of signs, the trans, pumped with the outside form – 
perfect and classical. It seduces with its costume. And this is, according to Baudrillard, 
‗the rule of the sublime, secret and seduction, the very rule that is hunted to the death in 
a succession of torn veils.‘855 
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Section 5 Narcissus - the swallowed mirror and trompe l’oeil  
„It is as if things had swallowed their mirror‟856 
  
This section investigates the Baudrillardian concept of ‗swallowing the mirror‘. 
In order to examine it, I introduce the myth of Narcissus and the theory of narcissism in 
Freud‘s account. Then, I move to Lacan‘s ‗mirror stage‘ and Cixous‘s and Irigaray‘s 
writings in the field. According to Cixous, women need to confiscate narcissism and the 
displayed body, implying an eroticised female representation. Venus‘s patriarchalised 
image, manifesting a politics of desire, has to be complemented with the vision of the 
laughing Medusa, defeating the fear and terror induced by her. The monstrous woman 
idea is in fact a falsified reflection in the male gaze. The female‘s image needs to be 
‗dematerpaternalized‘, which is enabled by ‗swallowing the mirror‘. I explore this 
Baudrillardian concept, which substitutes the subject with the object, depriving the sign 
of meaning and confusing the signifier with the signified. The reflection of the subject 
is swallowed and the mirror is broken. This disappearance in trompe l’oeil is, at the 
same time, the moment when the other occurs, allowing, as I argue in this thesis – trans, 
inter, hyper or para possibilities.  
Does Narcissus‘s disappearance imply the system of illusion or simulation? 
Baudrillard suggests that: 
 
The key concept of this Virtuality is High Definition. That of the image, but also of 
time (Real Time), of music (High Fidelity), of sex (pornography), of thought (Artificial 
Intelligence), of language (digital languages), of the body (the genetic code and the 
genome).
857
 
 
In this context, is beauty‘s ‗High Definition‘ located in trompe l’oeil?; 
perfection?; Narcissus‘s reflection? The high definition image is technically perfect and 
thus far from illusion. And so is beauty – technically perfect but somehow missing 
limbs or cracked. The classical becomes a hologram of beauty - its double - and the past 
that is perpetually present. The classical trope functions as a sort of trompe l’oeil, 
covering real bodies, changing the dimension of the real.  
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Narcissus 
Joachim Pissarro suggests that Quinn‘s works displayed at White Cube in 
London (2010) embody the recent resurgence of humanity in philosophy. He evokes 
Johann Gottlieb Fichte‘s idea of an individual that is able to change himself adopting 
any sort of attributes. Pissarro also revokes the corresponding concept of the ‗complete 
oneness with one‘s Self, and, in order to be identical to one‘s Self, toward the unity of 
everything outside of the Self with one‘s own necessary concepts of it.‘858 In this 
context identity is being forged according to own‘s own preferences but it is also 
created through the gaze of the other. It evokes the myth of Narcissus and the mirror 
reflection. 
The created illusion, either through a painting, a mirror or sculpture is seductive 
by the missing dimension, as in Edward Setina‘s installation featured in the Blueprint 
exhibition in London in 2009, in which a spaceman/Narcissus is enchanted by the 
picture in the mirror. It is like the myth of Narcissus or Hyacinthus
859
 where he perishes 
in his own reflection in water, unable to recognise himself in the incredibly beautiful 
image he saw. He wanted to possess and could not possess. Eventually, Narcissus died 
and from his blood that soaked the earth, a white narcissus grew, whose oils were 
curing and also narcotising. In another version of the myth, Hyacinthus was an 
incredibly beautiful young man, with whom other gods of the same sex, amongst others 
Apollo, fell in love. One of them, the West Wind, was so jealous of Apollo that he 
killed the boy, from whose blood a hyacinth sprang.
860
 Apollo mourned enormously, 
crying over the flower. His tears stained the petals with letters ‗ai, ai‘ symbolising his 
grief.  
What should have been separated, seeks to be united. The distance between the 
real and its double is annihilated in seduction; it cannot be depicted. Narcissus is 
seduced by the surface of water that he cannot transgress. The mirror of water is not a 
reflection, in which the subject establishes his transformation but rather an absorption 
that seduces. It is not music, appearance, beauty or ugliness. It is neither mask nor 
death. It is not the mirror stage where the subject finds himself within the imaginary. 
Seduction does not imply identity or alterity. It is narcissistic in a sense that the mirror 
allows Narcissus to be first charmed by himself. The myth suggests the idea of the lack 
                                                        
858 Quinn Marc and Pissarro, Joachim. ‗The Journey not the Destination‘, op. cit., p. 102 
859 Both names are used in mythology. For more information, refer to Graves, Robert. The Greek Myths. op. cit. In 
this thesis I focus on the myth of Narcissus as this laid foundations to narcissism that I discuss further in this chapter. 
860 Graves, Robert. The Greek Myths. op. cit., p. 79 
 
 
217 
of depth, of an abyss as represented by Yayoi Kusama Narcissus Garden (1966), where 
a red body floats on water full of silver balls.  As in Cixous‘s comparison of woman to 
an abyss, Narcissus is seduced by a dark depth. The other version of the myth 
establishes the existence of Narcissus‘s twin sister who he was in love with. After her 
death he visited a spring to see his reflection in the water, which he imagined was his 
sister‘s. Henri Pierre Jeudy builds on this mimetic relation and introduces the notion of 
the ‗twin refraction‘,861 relating to Narcissus, who adopts mimetically the image of his 
twin, renewed by his own face and so seducing him. Is he attracted by his image or his 
sister‘s reflection? Is it the feminine that is really seducing him? Baudrillard suggests: 
‗And so it is femininity that is gripping, in the present and fatal situation of sex‘s 
hyperreality – as it was yesterday, but in direct contrast, in irony and seduction.‘862 
Seduction operates by deception.
863
 Narcissus is absorbed by his own image and 
is diverted from truth. Baudrillard remarks: ‗After physics and metaphysics, we have 
reached a pataphysics of objects and commodity, a pataphysics of signs and 
operations.‘864  
 
„I will not be your mirror‟ 
In the mirror reflection everything becomes transparent and hyper visible, 
stripped of any illusion. Visual existence refers no longer to the subject, but the object 
of display and reflection that operates the world. ‗It is no longer‘, as Baudrillard 
observes, ‗the subject who operates the world to itself (I will be your mirror!)‘865 The 
mirror held in front of things is shattered. The object refracts the subject and causes 
fragmentation and discontinuity. As Baudrillard suggests: 
 
―I’ll be your mirror‖ does not signify ―I’ll be your reflection‖ but ―I’ll be your 
deception.‖ To seduce is to die as reality and reconstitute oneself as illusion. It is to be 
taken in by one‘s own illusion and move in an enchanted world.866  
 
It is like the classical that needs to be transcended beyond the form and beyond the 
beautiful, as in Muriel Castanis‘s sculptures, already mentioned, Euphoria (1993), 
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fig.41 or Patina VI (1997). We are seduced by the lack of meaning, by the emptiness, 
by non-referential signs, their pure appearance, not beauty or desire. It is the eclipse of 
presence that is absorbing, the ‗aesthetic of disappearance‘ as Baudrillard calls it.867 
Seduction transforms desire, its myth and provocation, into an illusion and prize. As 
‗for it is not the prohibition, but it is non-sense that seduces him.‘868 – Narcissus. 
 
Narcissism 
Sigmund Freud, in his paper On Narcissism: an introduction (1914), declared 
narcissism as an intermediate phase between auto-eroticism and object-love. He 
emphasised its role in sexual development in terms of the link between the ego and the 
external objects, which resulted in the differentiation between the ‗ego-libido‘ and the 
‗object-libido‘. The ‗ego ideal‘ – an early form of the later established ‗super-ego‘ – 
and the self observing agency emerged from those new relations.
869
 The term of 
narcissism was introduced by Havelock Ellis in 1898 as ‗narcissus-like‘ - referring to a 
psychological attitude, and later developed by Paul Näcke in 1899 as ‗Narcismus‘ - 
describing a position of someone treating his body as a sexual object and hence 
signifying a sexual perversion.
870
 Freud describes narcissism as an ordinary attitude 
present in human sexual development. Therefore, he allocates it to the libidinal element, 
not perversion. Freud distinguished a primal and a normal narcissism that in both cases 
is caused by the libido, which is re-directed from the external reality to the ego.
871
 He 
remarks: 
 
We form the idea of there being an original libidinal cathexis of the ego, from which 
some is later given off to objects, but which fundamentally persists and is related to the 
object cathexes.
872
 
 
‗The object-cathexes‘ are the emanation of the libido, which develops a separate ‗ego-
libido‘ and ‗object-libido‘ – the libido theory - attached to either ego or objects helping 
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to distinguish between sexual or ego instincts.
873
 This refers to human double existence 
– for himself and as an element in a chain, where he functions involuntarily.  
Originally, a person has two love objects – himself and the woman who takes 
care of him – resulting in ‗primary narcissism‘ in everyone. Therefore, some people 
later seek themselves as love objects, exhibiting narcissism.
874
 It is a point of departure 
for the development of the love-object. An individual might love what he himself – is, 
was, would like to be, or someone who previously constituted his part.
875
 The 
narcissistic system implies the ‗immortality of the ego‘,876 a libidinal cathexis in the ego 
where the primary narcissism is later re-born into object-love. It relies on the formation 
of an ideal – ‗the ideal ego‘ - that is created by a person in order to measure the ego and 
becomes the goal of self-love. In Freud‘s account: 
 
The subject‘s narcissism makes its appearance displaced on to this new ideal ego, 
which, like the infantile ego, finds itself possessed of every perfection that is of 
value.
877
 
 
An individual hopes to recover the perfection he remembers from his childhood and 
projects it as a substitute in the form of ‗the ideal ego‘. This mechanism increases the 
human‘s self-regard that corresponds with the narcissistic element in love. The return of 
the libido from external objects and transformation to the ego represents narcissistic 
love.  
 
The mirror stage 
The Lacanian concept of the mirror stage
878
 refers to Freudian narcissism and 
conceptualises the imaginary body in the mirror‘s reflection as the male body, which is 
criticised in feminist discourses. Narcissism, the image and the ideal were central to 
Lacan‘s theories on how personality can extend beyond the limits of the body and be 
inscribed in a social network. This existence beyond the biological boundaries of the 
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body is appropriated in contemporary sculptural works embodying ideas of the 
feminine and the masculine, wholeness and fragmentation, beauty and all its possible 
connotations. 
Lacan also introduced the register of desire, an absolute condition, which 
complemented unconditional demand and need. It could result in fetishisation. Desire 
articulated the need in demand.
879
 It was a distortion of a dream into particular details 
and images. Hence, desire resided in-between signifiers and relied on modification. 
However, the implied lack of the object of desire was only apparent. In fact, it was the 
absent one, the maternal phallus – embodying the Freudian idea of penis and the lack.  
In the context of the Oedipus complex, Lacan argues the phallus relates to 
something beyond reach and incarnation. If the Oedipal process operates properly, the 
phallus signifies the missing rather than the imaginary. The male needs to affirm the 
existence of the symbolic phallus that he does not have.  The female either longs for the 
lost phallus or expects to get it from men. The masculine having the phallus is 
contrasted with the feminine being the phallus that describes it as the signifier. Hence, 
the phallus becomes either an imaginary object or a signifier, the object of desire – a 
reflection - symbolising the satisfaction lost in the Oedipus complex.
880
  
In Lacanian theory desire with its dynamics of the unconscious and the drives - 
founded on the imaginary confrontation of the ego with the image of the other - relates 
closely to the mirror phase theory. These are games of presence and absence, loss and 
phantasy, linking the subject with the object.
881
 Hence, the subject assumes an image or 
a disguise, like some animals or insects in an ethnological mechanism of mimicry – 
looking like, capturing in the environment - in order to escape predators. These ideas of 
games and masks are developed by Lacan in the mirror phase theory, describing the 
imaginary capture of the being in the external image, either the mirror or the other. This 
new image, identified as the ‗Imaginary‘, complements the body, initially lacking and 
fragmentary. Also, this alienating identification constitutes the ego – the location of 
narcissism that either exists from the beginning or emerges afterwards. The ego seems 
whole, which prevents it from recognising the lack of completeness. In the mirror phase 
it maintains the misconception of coherence by projecting an untrue appearance. Lacan 
argues that the subject initially embodies the real fragmentary body and the alienating 
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image. The mirrored images – located outside and alienated - constitute the ego and 
hence completeness. The border between the self and the other dissolves. 
The subject, besides the ‗Imaginary‘ and the ‗Real‘, also enters the principle of 
the ‗Symbolic‘ – networks into which we are born, for instance linguistic, social or 
cultural - preceding birth. Hence, the human being is captured in the image and will be 
identified and will assume signifiers from the parents‘ language. The linguistic 
representations, such as for instance name, situate the subject in the symbolic universe. 
This goes beyond the identification with the image into the ideal, understood as the 
unconscious. In this context, narcissism is both imaginary - as the subject is located in 
the specular register, where the ego serves as a rationalising medium - and symbolic - as 
everything has a meaning.  The third register of the ‗Real‘ represents the amalgam of 
the previously mentioned two, relating to objects that lost their meaning and are 
excluded from reality.
882
 
 
Feminine confiscation of narcissism 
Luce Irigaray plays on the idea of the mirror stage, articulating the female body, 
seen by Lacan as hole and lack. She questions how to detach the other (woman) from 
otherness of the sameness. To see woman, it is necessary to look beyond the imposed 
phallic status of identity and ‗her‘ being either a mirror or the negative of man. 
Irigaray‘s concept of ‗speculum‘ – a mirror used by doctors to examine the internal 
parts of the body – creates a passage in and through the other.883 Nonetheless, the body 
and beauty are subjected to the phallocentric structure, where ‗woman‘ can liberate 
herself from the male aesthetic through the re-definition of the concept of beauty and 
through production of art.
884
 Irigaray implies that: ‗Man keeps sight, the gaze, the 
reflection (Narcissus) for himself and allows woman to keep hearing the echo (Echo). 
In order to repeat one needs to have first heard.‘885 
The myth of Narcissus is also applied by Cixous in the context of love. She says 
men led women to hate themselves for their virile needs. She remarks: 
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They have made for women an antinarcissism! A narcissism which loves itself only to 
be loved for what women haven‘t got! They have constructed the infamous logic of 
antilove.
886
 
 
Together with Eros – love - man forbids beauty and bestows to women the fear 
of Medusa and an abyss. The censorship imposed on the feminine interferes with her 
embracing of her own sexuality, her body and the possibility of its self-expression. 
Cixous suggests women need to write with their bodies
887, their ‗sexts‘ as a way out,888 
not to fear decapitation or castration and to confiscate narcissism and the displayed 
body. The eroticised female image has already entered into the social and the political. 
In a sense it approached the patriarchalised world and enabled various margins – 
ambiguous, hyper, para or fluid, where masculinity can be questioned. Venus becomes 
the embodiment of feminine beauty, manifesting a politics of desire, where sexuality 
unites and binds in Eros.  
As the feminine mode of writing is not the primal concern of my research, I will 
focus on confiscated narcissism and the displayed body. Cixous claims, woman is a 
‗body without end‘,889 a whole composed from whole fragments:  
 
[…] not simple partial objects but a moving, limitlessly changing ensemble, a cosmos 
tirelessly traversed by Eros, an immense astral space not organized around any one sun 
that‘s any more of a star than the others.890 
 
Therefore, she suggests: ‗Let us dematerpaternalize rather than deny woman [...] 
Let us defetishize.‘891  
 
„Swallowing the mirror‟ 
Things have ‗swallowed their mirror‘ – such as in the myth of Medusa where 
the feminine is falsified by men in order to strengthen their hold on social status and 
sexual dominance. The logic of production is substituted with the sign and its 
components – a signifier - a linguistic term, a signified – the subject, an intended 
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meaning and a referent - the object outside of the sign, indicated by the signifier. 
According to Baudrillard the signifier has departed from the other two sign‘s 
components - the subject and the social reality of objects. The sign designates currently 
nothing. Narcissus‘s image in the mirror is manipulated by the signifier that has already 
become the signified. The reflection is swallowed and the mirror is broken.
892
 
Baudrillard implies: 
 
I‘ll be your mirror‘: this is the formula of the subject. ‗We shall be your favourite 
disappearing act!‘: this is the slogan of the object. Yet that disappearance also has to be 
the ‗appearing act‘ of the Other. For that is the only way for him to exist.893 
 
The mimetic representation in the mirror plays with illusion, terminating reality 
by reflecting it – multiplying. Perfection becomes a tool of reproducing. However, 
trompe l’oeil creates the unreal, mystifies it - by eliminating a dimension from the real. 
Hence, let me ask again if the mirror signifies the striptease or trompe l’oeil? Seeking 
nudity, seeking truth, seeking beauty – perhaps not seeking but performing by creating 
nudes, as in Mitoraj‘s or Koons‘s works – evokes, in a sense, the very act of disrobing. 
As a result of this striptease, the body emerges as a pure appearance. Paradoxically, the 
body is not transparent – even though hyper-visible – it rather wraps itself up in the 
second layer – of perfection or the classical. Thus, it is not a pure undressing but trompe 
l’oeil. 
Janine Antoni‘s Lick and Lather (1993), fig.58, represents two series of seven 
self-portrait busts: one made from soap, the other one from chocolate, arranged as 
opposites, as though mirroring each other. They are displayed on pedestals, as classical 
sculptures, creating a sort of trompe l’oeil. The act of licking and lathering annihilates 
them slowly, as though breaking the reflection. The double disappears, as if it did not 
really exist.  
Does trompe l’oeil belong to the system of illusion or simulation? It creates 
replicas, as in Sontag‘s Camp, which is extravagant and outrageously aesthetic; serious, 
and yet unable to be taken seriously due to the ‗too much‘.894 It offers pleasures in the 
most common. It replicates without differentiating between the unique and the mass-
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produced. Everything becomes equivalent and simulated in trompe l’oeil. According to 
Baudrillard: 
 
The illusion of the world is the way things have of presenting themselves for what they 
are when they are not actually there at all. In appearance, things are what they give 
themselves to be.
895
  
 
Summary 
In this section I examined the Baudrillardian concept of ‗swallowing the mirror‘. 
I looked at the myth of Narcissus, Freud‘s narcissism and Lacan‘s ‗mirror stage‘.  
Cixous‘s ‗dematerpaternalization‘ led to the necessity for women to confiscate 
narcissism and the female‘s patriarchalised image. I also looked at the concept of 
trompe l’oeil, allowing for the ‗other‘ to occur. 
To conclude, Narcissus‘s image in the mirror reflects his double, a pure illusion. 
Narcissus is seduced by the border of the water that he is unable to pass beyond and by 
the absorption that it offers. He does not transform in the mirror phase searching for 
identity. The abyss and the dark depths seduce him. There, he finds a beautiful image of 
himself or his sister. Narcissus is sucked in by the water; by sameness but, at the same 
time, by the other. As Baudrillard suggests: 
 
Our image in the mirror is not innocent, then. Behind every reflection, every 
resemblance, every representation, a defeated enemy lies concealed. The Other 
vanquished, and condemned merely to be the Same. […] I‘ll not be your mirror!896 
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Section 6 Reversibility of form – „post-narcissism‟ and the „new desire‟  
„I wouldn‟t call classical art figurative. It was like a desire for seduction – it was a 
song.‟897  
 
In this section I revisit the concept of the external appearance referring again to 
the classical trope. As Baudrillard suggests, ‗The question of form returns. The form 
never speaks the truth of the world; it is a game, something that projects itself…‘898 
The current classical re-appropriation is not a simple re-use of forms and 
ideologies. It is a re-shaping of ideas under the umbrella of a recognisable and 
appreciated appearance. It might be called para-classicism, re-applying perfection as a 
functional eroticism. The body becomes an object and a projection of an imagined 
fantasy transferring eroticism into the domain of pure functionality. In this section I 
review the myth of Medusa drawing on Cixous‘s ‗Medusa laugh‘, encouraging us to 
look beyond external appearance and to transcend corporeal boundaries. 
 
Politicised classicism 
The contemporary sculptural works that I examine - Quinn‘s and Mitoraj‘s but 
also, for instance, Fritsch‘s, Castanis‘s, McGill‘s or Dine‘s figures - by the focus on the 
form and the external, manufacture the trope of the classical. It is not revoked with its 
aesthetic consequences but rather becomes a projection of some ideas associated with it, 
such as perfection, trompe l’oeil or beauty. The classical functions as a make-up. It 
becomes a manufactured trope – previously semantically destroyed, by the eighteenth 
and the nineteenth century Neoclassicism and currently restored in a new gendered and 
socio-political context. It has become para-classical, a ‗theatricalised politics‘, 
resonating with the mechanism of the gaze. It is a signifier of the trans-body and the 
new desire, politicised beauty and fragment, which perhaps currently functions beyond 
postmodern irony and parody. It becomes the new incomplete completeness, inviting 
otherness and difference. It seduces and misleads. 
Sometimes, it is like the Baudrillardian ‗image that leaves no trace‘,899 the 
modern iconoclasm producing images where there isn‘t anything to see, with ‗no 
aesthetic consequences‘.900 The para-classical is hyper-visible – it can be consumed 
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visually but it does not provide any truth. Still, it seduces with perfection and beauty, 
often apparent. Mitoraj or Graham employ form in relation to desire, as Baudrillard 
remarks: 
 
I don‘t use form in an aesthetic sense. For me, […] form has nothing to do with the 
presence with an object. Form rather has to do with challenge, seduction, 
reversibility.
901
 
 
The classical contemporary form is a pure appearance, ‗aesthetic mourning‘902 – 
the para-classical as armour in Castanis‘s, Mitoraj‘s or Flack‘s works.  It deludes by 
hiding real bodies, maybe too real, perverse, fetishised, primal or grotesque. It is an 
irony of too much reality, too much beauty, too much sublimity, too much ugliness. 
Those sculptural trompe l’oeil’s are not so real as in the story of Zeuxis, who made a 
painting of grapes so precise that birds flew to taste them, but, rather, they break the 
real by translating the loss of reality, simulating something that does not exist. The 
para-classical trope mimics the past, the antique; it questions its principles. The 
resemblance to the kouros and kore is too much. It is an irony of reality that exceeds 
itself.  
On the other hand, these para-classical reverberations reveal some of the 
excessively real bodies, as in the case of Quinn‘s sculptures, of Peter Hull or Alison 
Lapper.
903
 This hyperreality, either covering or showing the body, is fascinating, as it 
requires a double code. It provokes, plays with the image of nudity. In the sculptural 
examples I examine, the body is unveiled; it becomes extremely visible as a sign, but in 
this case not of desire, at least not in the historical sense. Here, the body is eclipsed, 
either by size or partiality. It is fragmented and seduces by moving from what is visible. 
It is the new desire composed from parallel paradoxical whole fragments that are equal. 
The classical is revisited and dissected. Baudrillard remarks: 
 
Older things, coming from the past and therefore useless, automatically acquire an 
aesthetic aura. Their displacement in time is the equivalent of Duchamp‘s gesture; they 
become readymades as well, nostalgic vestiges resuscitated in our museum universe.
904
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„Post-narcissism‟ 
The contemporary para-classical narcissism or post-narcissism differs from the 
neoclassical sculptural examples that had their source, not in a mirror, but an antique 
formula. Those nineteenth century works by Antonio Canova or Bertel Thorvaldsen, for 
example, were clones of the past with no distance required to experience the illusion of 
the self or the classical. They prevented playing with the image, they were too direct. 
They have become a parody of the myth of Narcissus, abolishing the Lacanian mirror 
stage. The same logic concerns the ideas of wholeness and the body. There is no 
totality. The de-segmenting and fragmenting of sexuality fabricates androgynous bodies 
with sex organs with no function but still as perfect, complete images.  
Post-narcissism implies the idea of the cell and segment; it builds a new whole 
from separate parts. The decomposed body is divided into organs and functions. Beauty 
cloned from the past is prosthetic; ‗cut and paste‘. The fragment becomes the prosthesis 
of the entire body with an inscribed idea of wholeness, replacing a failing organ – the 
notion of totality and beauty, becoming a kind of avatar. The mimicking fragments are 
abstracted from the whole and become autonomous prosthesis substituting certain parts. 
The group of sculptures from Western Europe from the end of the twentieth and the 
beginning of the twenty-first century I look at, act like a giant prosthesis for the ideas of 
beauty, wholeness and the body without any possibility to return to the original past 
forms. It is seduction revised by desire, distracting and manipulating, imperfect. 
According to Kant, beauty is independent from perfection.
905
 Mitoraj, Quinn, Castanis 
and others smuggle under the concept of beauty and the mask of the classical ideas of 
gender and sexuality.   
 
„Para-classical‟ completeness 
The bodies of Dali‘s, Man Ray‘s, Yves Klein‘s, Arman‘s or Klinghoffer‘s 
Venuses are wrapped in the classical or possibly even trapped in the classical. Jannis 
Kounellis‘s classical fragments – heads, hands or whole figures - for instance a plaster 
head on a statue, as in Untitled (1975) or a head tied with a rope to the classical head, as 
in Untitled (1978) – refer to the synthesised past, when society was structured according 
to a certain measure. Kounellis and also Yves Klein often used gold, associated with the 
myth of the golden age. The appropriation of the classical form or ideologically loaded 
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substances and materials – for instance marble, bronze, patinas, gold – imply nostalgia 
for the past, imagined as perfect. The works applying these elements function in a 
‗preposterous‘ framework that reconstitutes and restores the past. It is a drive towards 
the return of totality, even if composed from individual, but whole fragments. At the 
same time, the piling up of classical fragments, the compressed marble stones, 
constitute an image of a new completeness, para-classicism, where ideas, measures and 
history are regained and reshaped.  
Mitoraj creates para-classical statues or bodily fragments blindfolded or 
wrapped, as for instance in Eclisse Bianca (2000), Hypnos (2001), Eros Bendato (1999) 
or Colonna I (1985), fig.59, where Medusa‘s head is tied to a column. Confronted with 
the politicisation of art in Poland, Mitoraj uses allegories to allude to the past. The 
transparency of meaning and the ironised classicism relate to the experienced political 
regimes. Perhaps the classical body functions as a parody of socialist realism and the 
application of classical art. However, it lacks the didacticism and moral acumen. The 
works function as multilayered metaphors for the blockage of sight. The bandages, as 
cocoons hiding perfect bodies, strain Medusa‘s gaze, the seeing beyond, which is 
inaccessible in the fragmented world. The vision of totality that was once possible in 
the ancient past is blocked. The cut squares and technological constructions – as in 
Tindaro Screpolato (1998), fig.60 or Torso Italico (1983), fig.61 - are surrounded by 
classical fragments. Mitoraj, like Kounellis, ‗has made the fragment quintessentially his 
own material and theme.‘906 The piece became a leit motif, as in Arte Povera, where 
parts of classical sculptures were used to create works, which Thomas McEvilley called 
‗aesthetic totality‘.907 Kounellis‘s and Mitoraj‘s works are constructed as an 
‗archeological trench‘908 that represents various strata of history – from the superficial 
layer of contemporariness (clothes, garbage, squares), through the renaissance rebirth of 
the classical, to the foundation of the ancient Greece social and political structure as a 
distant, almost unrecoverable memory. The contemporary layer seems perfect. The 
classical functions as armor or skin; the outside that conceals the inside, lower strata – 
emptiness, or meaning? Baudrillard states: 
 
The body is made to signify, but with signs that, strictly speaking, have no meaning. 
(…) The body is covered with appearances, illusions, traps, animal parodies and 
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sacrificial simulations, not in order to dissemble, nor to reveal (a desire, say, or a drive), 
nor even just for fun (the spontaneous expressiveness of children and primitives).
909
 
 
The ‗costume‘ emerges as an imaginary being and the Freudian concept of 
narcissism developed by Lacan into the model of the mirror phase, where the subject 
reappears in an imaginary space of (mis)recognition and identification, but at the same 
time of alienation. In Surrealism this theory was employed together with desire, 
repetition, paranoia and the gaze to depict cultural politics and re-inscribe past 
structures into present images.
910
 This developed into the current contextualisation of 
the physical into a politicised body image that can be abled or disabled, beautiful or 
lacking, perfect or fragmentary. The body seduces with the outside that is recognisable, 
para-classical and ‗beautiful‘. Is there anything inside – any meaning? Or is it just the 
external imposed on emptiness. The androgynous body is trapped inside the classical, 
masculine aesthetic – muscular, heroic, strong and virtuous. The classical functions as a 
hologram. The difference between the past and the present disappears. It becomes a 
fetish. Fetish is an object ripped of desire. Is the para-classical a form of fetishisation of 
perfection? Is it like pop art objects – present but absent in desire, pure technological 
illusion? 
The appropriation of the classical can be seen as banal and empty, but it reflects 
the absence of the subject and the regime of the object, the form, and the body. It is a 
signifier of memory. Marita Sturken argues that remembering helps forgetting of 
fragmentation.
911
 It recovers memory and trauma of partiality, bringing completeness 
closer.   
 
Functional eroticism 
The body desires perfection. According to Baudrillard ‗Desire is always the 
desire for that alien perfection, at the same time as it is the desire perhaps to shatter it, 
to break it down.‘912 The body applies make-up and perfection to become an imagined 
phantasy, an abstraction. In a sense, it becomes a pure shape, a functional object, where 
signs are simulated. Baudrillard separates ‗the erotic body‘ – where the signs of desire 
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are replaced and the function of this exchange is superior, from ‗the body as a site of 
fantasy‘, where desire is predominating. Therefore, the erotic becomes equated with the 
functional. The body begins to function as pure flesh so it slowly disintegrates into 
pieces, where each part of the body is in ‗a gigantic process of sublimation‘.913 The 
previously discussed anorexic aesthetics allow the body to vanish. As the erotic is 
represented by signs and functional beauty is inscribed in the body, the flesh becomes 
sexless and functional, as an object. In Baudrillard‘s account:  
 
Irregularity or ugliness would bring out a meaning again: they are excluded. For beauty 
here is wholly in abstraction, in emptiness, in ecstatic absence and transparency. This 
embodiment is ultimately capsulated in the gaze. [...] Medusa eyes, eyes themselves 
turned to stone, pure signs.
914
 
 
The body becomes appropriated as goods in a shopping centre. It is changed, 
transformed, beautified or cut. In each case it is objectified. But also, it becomes an 
equivalent to the soul in the cult. The body is liberated as an object and sign finally in 
eroticism. 
 
Dissolution of myths 
Here, I return to the myth of Medusa, referring to female sexuality, representing 
the duality of the inside and the outside as well as the binary between beauty and 
ugliness. Medusa, one of the three Gorgons sisters, and the only one immortal was a 
very beautiful woman who suffered because of men. Different gods abused her as 
woman. Finally, Perseus managed to kill her by decapitation. Notwithstanding all the 
tragedies, Medusa has always been portrayed as a meaningful figure. The monstrous 
image has been determined by the male gaze but, in fact, she is still beautiful. It is 
worth mentioning that the three Gorgon sisters - Stheino, the strong one; Euryale, the 
wide roaming one; and Medusa, the cunning one – are surrogates for the Moon-
goddess,
915
 whose face was called by the Orphics ‗the Gorgon‘s head‘.916 
Cixous contends that all myths associated with female sexuality – including that 
of woman as a black abyss or the Medusa myth – inevitably dissolve. Freud, in his 1922 
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essay entitled Medusa’s Head, interpreted snakes writhing in Medusa‘s hair as penises 
that, because of their absence, evoked horror.
917
 The head enveloped in snakes 
represented the female genitals crowned by hair. The terror she induced was a 
consequence of the fact that she had too many, rather than too few of them, thus feeding 
man‘s castration fear.918 Her terror represented the terror of castration associated with 
seeing something.  According to Freud, the sight of Medusa‘s head made the spectator 
stiff and thus erect that implied the existence of the penis. Therefore, Athena‘s 
application of the symbol to her clothing - as a substitute for the female genitals - made 
the goddess frightening, unapproachable and unsubjected to sexual desires.
919
 
Cixous discusses those myths in the context of phallogocentrism and men‘s fear 
of losing one penis in confrontation with women who have either none or too many of 
them. Only by women showing their ‗sexts‘,920 it is possible to explain female sexuality 
as not orientated on penises, either none or too many. Therefore Cixous suggests that 
‗You only have to look at the Medusa straight on to see her. And she‘s not deadly. 
She‘s beautiful and she‘s laughing.‘921 
 
The „new desire‟ 
Finally, the myth of attraction needs to be broken. As Baudrillard claims: 
 
If desire exists – as modernity hypothesizes – then nothing must interfere with its 
natural harmony, and cosmetics are hypocritical. But if desire is a myth – as seduction 
hypothesizes – then nothing can prevent it from being put to use by signs, unrestrained 
by natural limits.
922
 
 
The new desire is liberated and androgynous. It does not refer simply to bisexuality in 
biological or Freudian terms; it rather intertwines and polarises. It is parallel to the 
feminine and the masculine.  However, the female element is not opposed to the male 
one, it rather seduces trans-sexually. The new trans-body or hyper-body deludes, as 
though hallucinating with Venuses, Medusas and Narcissus – encapsulated in Eros. 
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Baudrillard states that contemporary reality needs to be described in terms of 
play and challenges, appearances and hence, seduction.
923
 I do not consider historical 
sensual seduction, when temptation was evoked by ‗lace and rouge‘. I address seduction 
and consequently the new desire as ironic spaces, androgynous, sexually 
undistinguishible, focusing on play rather than desire, game of the seducer and the 
seduced as in Fritsch‘s or Koons‘s sculptures. I am questioning it in terms of 
seducere,
924
 leading away from sex, diverting to gender, displaced, a new kind of Eros, 
‗other love‘.925 Cixous focuses on desire but not as a drive towards the lack or absent, as 
in the Lacanian ‗Symbolic‘,926 but as a drive towards everything. This understanding 
implies the idea of wholeness, beings not differentiated by gender or absence, not 
complimentary but whole. She sees the penis no longer as a signifier of lack or its 
fulfilment. 
 This understanding of desire and seduction implies the possibility of difference 
in sexuality and sexual identity.
927
 The derivative concept of the epoché allows one to 
go beyond subjectivity of feeling into difference. The Stoics examined it as the 
suspension of pleasure, pain, desire and fear, the indifference and a boundless sphere of 
the external and the internal. It transcended erotic boundaries, pleasure and pain. The 
concept was introduced as both cognitive and moral, up until now, when epoché 
becomes sexual, as sexuality can finally be questioned in philosophical terms, not only 
as a mode of satisfying a need. This new kind of epoché
 
 goes beyond orgasm and the 
sensation of pleasure and desire, but is ‗suspended in an abstract and infinite 
excitement, regardless of beauty, of age and shape‘.928 It implies the existence of two 
sexualities: a vitalistic one – differentiating sexes, erotic and hedonic; and an inorganic 
one – beyond the distinction between the female and the male, i.e. neutral. This latter 
type does not synthesise or reunite, but - as a final boundary of the variations - it makes 
the final difference.
929
 Both sexualities offer a new identity and the body, which 
becomes excessive, overflowing and ‗beyond‘. 
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Summary 
The classical becomes a purely visual product, with no imaginary dimension, 
constantly reproduced. Mitoraj‘s Hellenistic creatures, heroes and heroines express 
doubt and falseness, irony and, what McEvilley named, ‗mock-heroism‘.930 They make 
ambiguous ‗the straight-faced references to the classical tradition of sculpture.‘931 The 
materials used, commitment to traditional modes of working – casting and modelling – 
also remain iconographically and ideologically obscure. They inscribe into traditional 
sculpture techniques and the allusion to the figure but they are far from traditional. 
What distinguishes this para-classicism from the antique and the neoclassical is the 
quoting of various histories, tropes and matters, together with social re-orientation. 
Para-classicism differs from imperialism and the fascist re-appropriation of elements 
from the iconic past and the classical meta-narrative. It does not desire to continue the 
Roman Empire or Ancient Greek culture. After all, as Sontag remarks, ‗beauty is 
theatrical, it is for being looked at and admired.‘932 It is like a failed crime, in the 
Baudrillardian sense: ‗But the fact is that the crime is never perfect, for the world 
betrays itself by appearances.‘933 It is desire transmuted into a fetish – I‘ll be your 
temptation. Perfection becomes seduction and a ‗perfect crime itself‘. Baudrillard 
remarks ‗But perfection is always punished: the punishment for perfection is 
reproduction.‘934 
Perfection and the classical imprisons ‗woman‘ in Venus‘s image. Cixous‘s 
‗Medusa laugh‘ offers to look beyond the rigid juxtaposition of the inside and the 
outside. Ironically, the body that once defined and imprisoned woman becomes a 
medium that affords the transcending of corporeal boundaries.
935
 The myths, 
predominantly of Medusa and the abyss need little probing to expose the patriarchal 
manipulation around which they are structured. The abyss represents the space that is 
‗too dark to be explorable‘936 and Medusa illustrates the external – parergon? – 
preventing one from exploring the darkness and the monster that is, in fact, beautiful. 
Looking directly at Medusa is not deadly.  The monstrous image, related to ugliness, 
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sublimity, fetishisation and perversion is a costume, a façade, a lavish display of 
theatricality. When Medusa was killed, beauty was re-born with Pegasus. This beauty 
came from the inside, disregarding the ugliness and terror of appearance. Hence, look 
further! - Beyond desire that is a result of physical attraction. Be seduced! - As it 
emerges from the intertwinement of disconnected things. 
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Section 7 Conclusion 
 
This chapter aimed to discuss the migrating desire and seduction, trans-vested in 
the trope of the classical. This led to establishing the new desire, located in the trans-
body, challenging the traditional reflection in the mirror and substituting the self with 
the other. 
Drawing on the Baudrillardian idea of ‗swallowing the mirror‘ and Hélène 
Cixious‘s ‗Medusa laugh‘ I reviewed the transparency of the notions of desire, beauty 
and sexuality and their associations with Venus. The idea of the object operating in the 
world and refracting the subject- ‗I will be your mirror!‘937 – is reflected in the 
fragmentation and discontinuity of the new trans-body or hyper-body, restituting the 
former classical illusions of it. Androgynous and fragmented, it metamorphoses into a 
hyper-corporeal being, an ancient idol.  It seduces with its perfection, its perversion, its 
ugliness and its fetishisation. It also seduces through its promotion of the senses which 
is both reflected and ironised in contemporary sculpture.  
According to Baudrillard, the biggest challenge is to be nothing, non-existent, 
non-happening, what he calls, ‗strategy of illusion, strategy of seduction‘.938 Beauty, 
and hence Venus, is seductive with the para-classical perfection – maybe too real, 
maybe too perverse or too ironic? Maybe it purely exists in the imaginary? Perhaps it 
resides in a new ‗too‘ (much, perfect, ideal) space, as Baudrillard states: 
 
Pataphysics is the imaginary science of our world, the imaginary science of excess, of 
excessive, parodic, paroxystic effects – particularly the excess of emptiness and 
insignificance.
939
 
 
The concept of beauty has become so common that it seems on the verge of 
being lost to a meaningless idea, a cliché: its significance has all but disappeared. 
However, beauty is one of those self-perpetuating forces that persists in reinventing and 
re-volunteering itself, with its brands and pin up girls – Venuses and Medusas – to 
incite Eros - desire and seduction. External para-classical form, like Kantian perfection, 
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has nothing to do with beauty; it is merely a costume. As Baudrillard claims, ‗Above 
all, seduction supposes not a signified desire, but the beauty of an artifice.‘940 
The new desire, referring to engendered beauty and the androgynous body, 
continuously attracts – by virtue of the malleability of its identity. It enjoys the capacity 
to function as a fragment in a pluralistic culture. ‗Such‘, as Baudrillard observes, ‗is the 
seducer‘s strategy; he gives himself the humility of the mirror, but a skilful mirror, like 
Perseus‘ shield, in which Medusa found herself petrified.‘941  
The mirror reflects the seduced without his or her awareness; it analyses under 
its gaze. It seduces with form but offers to look beyond as, according to Cixous, 
‗Beauty [and here I would like to add Eros] will no longer be forbidden.942 
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941 Baudrillard, Jean. Seduction. op. cit., p. 105 
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Thesis conclusion. The dream of a new seduction 
 
When Alice wakes up from her dream of the other side of the ‗Looking-glass‘, 
she remarks: 
 
Let‘s consider who it was that dreamed it all [...] it must have been either me or the Red 
King. He was part of my dream, of course – but then I was part of his dream, too! [...] 
Which do you think it was?
943
 
 
Paraphrasing, who dreams of the other side of the mirror? Is it just Alice and 
me? Quinn? Mitoraj? The ‗woman‘ subjected to the male gaze? Are there more people 
tempted to transgress what is obvious?  
Zbigniew Libera in Ken’s Aunt (1994), a series portraying twenty-four dolls in 
cardboard boxes, examines the ideal of beauty promoted by popular culture. The dolls 
illustrate its icon – the figure of Barbie.944 Interestingly enough, however, here Barbie is 
an older woman with a flawed body, wearing lingerie referring to fashion from the 
1970s Western magazines. In Poland, these were symbols of unattainable luxury and 
quality associated with freedom, while, at the same time, they were associated, by 
Western feminists, with manipulation, enslaving and objectifying of the body and the 
subjecting of it to the male gaze. Libera parodies the ideal of eternal youth and the 
perfect figure generated by Western standards of beauty and consumer culture. Barbie 
acquires new meanings and codes. The pattern of femininity is different.
945
 
Barbie – a contemporary Venus, a perfect ‗woman‘ - represents a paradox. The 
figure standardises ideal female beauty on one hand, and the impossibility or perhaps 
even disability to fulfil it, on the other. ‗Her‘ body evaluates and corrects accepted and 
entrenched ideas about gender issues in history, both in the context of art and in 
scholarly discourse. Nonetheless, it also presents itself in a new historical and 
topographical context of postmodern culture, and, beyond that, encompasses femininity 
envisioned in the male gaze and re-visioned in the conscious external form. It functions 
as a prerequisite for future interpretations of gender issues in art and their social 
function but also in relations between the conflicting hemispheres of communist and 
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capitalist systems. The economy of genders and social strata coexists with neoliberal 
and neoconservative Western values promoting new individualism as role-defining and 
role-changing.  
Libera‘s work summarises much of my arguments, analysing and re-evaluating 
the ideal image of the female grounded in classical canons of the sculptured body. As I 
have discussed, much of the theoretical discourses on the contemporary Western body 
are centred on either phallogocentric stances or on feminist arguments that are both 
inadequate and incompatible with contemporary themes, defined by Baudrillard as 
‗trans‘ phase and the body seen as a congregate of identities. Much of the assumptions 
rely on a straightforward association of the body with an ideal image of ‗woman‘ in 
popular culture. ‗Her‘ body seems transparent and made up. My aim was to establish, 
ultimately, a more coherent set of tools with which it can be re-visioned beyond pure 
appearance subjected to the male gaze. One immediate example of such imprisoning of 
‗woman‘ is precisely the figure of Barbie, with whose iconicity Libera plays. My game 
with female representation begins with the most immediately recognised symbol of 
feminine beauty – Venus on this side of the mirror. Nonetheless, I decided to go 
through the ‗Looking-glass‘, which provided a valuable perspective on an otherwise 
unchangeable imprisoned image. Going and looking through the mirror liberates the 
body that can finally experience various optical illusions and inversions. It can finally 
enter the ‗mythical stage‘ as, according to Baudrillard: 
 
What is currently occurring […] is a transition from a historical stage to a mythical 
stage: the mythic – and media-led – reconstruction of all these events.946 
 
As I suggested in the Introduction, my research serves as an opening for the 
discussion on the sculptured female body. It provides the methodological groundwork 
for further study that might follow, directed towards political systems imposing certain 
rules and limits on ‗woman‘. Here, my particular approach focuses on the human body, 
which is the oldest and most available subject of art. Rather than looking at the female 
body as a model in art, my aim is to examine ‗woman‘ as a displayed constructed 
image, instrumentalised in a variety of illustrations, both theoretical and practical, of 
gender construction. I hope that the transformation of the ideal Venus into an excessive 
contemporary Medusa is a step towards self-definition. I also hope that it is a certain 
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invitation towards alternative and subversive gazes, counter regimes of femaleness and 
maleness de-masking patriarchal ideas and allowing ‗trans‘ phase.  Hybridity, which 
emerges, re-creates and re-appropriates the image of woman and other gender 
orientations on the crossroads of tradition, doctrines and individualism. 
 
Research questions 
 Paratopisms 
In the thesis, I investigated the journey of the trope of the classical and I 
proposed the concept of para-classicism. Mitoraj and Quinn became case studies as 
sculptors coming from different generations and backgrounds. Their works have never 
been brought together. My decision to juxtapose the fragmented figures and torsos of 
the first artist with transformed and impaired bodies of the latter, was dictated by the 
desire to demonstrate the direction that the use of the classical trope currently assumes. 
Furthermore, it is interesting how both artists portray what is external with reference to 
identity. They apply the trope of the classical in their female and male figures. 
Nonetheless, Mitoraj uses it to explore wholeness and fragmentation reflected through 
corporeality. Quinn goes even further, investigating the sexualised and politicised body, 
its journey within and without, its re-appropriation and transformation. 
Both artists use the trope of the classical that prompted me to re-evaluate the 
concept and apply it as a methodological tool. Its modification into para-classicism 
revealed its possibilities as a more gender and politically engaged metaphor. I utilised 
the idea to re-dress the body and examine how it resonates with the concept of 
fragment, sexuality and ‗trans‘. The emphasis on partiality and completeness served to 
create a new normativity and to re-determine notions of ability and disability and their 
response towards masculinised vision and politicised corporeality. Para-classicism 
delivered a new set of standards to scrutinise the body in this particular cultural 
moment.  
 
 Paralogisms 
My next research question concerned the apparent opposition between Venus 
and Medusa and other generated binaries, such as beauty and ugliness or perfection and 
imperfection. I wondered how both mythological figures, respectively signifying 
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completeness and fragmentation, merge behind the ‗Looking-glass‘. I started 
questioning the malleability of the body. 
Inadequacies in thinking about the body result from its being conventionally 
promoted either as a corporeality/objectivity or as subjectivity. My initial argument 
establishes that the body has become a vessel for various identities – sexual, psychic, 
national, territorial, just to name a few from a range of possibilities. Its external form 
does not need to follow the ideal imposed by Greco-Roman classicism. Of course, it 
often does, as in Mitoraj‘s and Quinn‘s representations. However, as such, it re-
appropriates form, flesh and external appearance to illustrate an inner otherness. Having 
dealt with the basic questions concerning the identity of the body, it is easier to 
acknowledge the shift in thinking about it. My analysis acknowledges the politics and 
poetics of ‗trans‘, where the body goes to the other side of its own surface, functioning 
beyond just materiality. It mirrors as though what Alice once said: ‗as for you‘, [...] ‗I‘ll 
shake you into...‘947, being malleable and susceptible to metamorphosis reflecting its 
identity. 
Therefore, this thesis is a first step towards going and looking through the 
‗Looking-glass‘ – its mirror, surface and screen. Hopefully, by proposing the concept of 
the trans-body, it destabilises labels attached to the image of ‗woman‘ and corporeality 
that have been glued to either Venus or Medusa. One had never really looked at Venus 
through Medusa, which seems to generate new meanings and a new opticality; a 
Baudrillardian ‗inversion of vision‘948. I have cited numerous works acknowledging a 
simple analogy between those two mythological figures. They are interesting in their 
own right. Nonetheless, a step further needs to be taken to break the mirror of myths 
and see what is hidden underneath. 
I have focused on the Venus/Medusa rationale because, being a woman myself, 
I have certainly experienced the still powerful burden of the male gaze. The proposed 
dialectic is disturbing, merging myths and disciplines beyond art history but it 
encourages a certain new hybrid perspective. It is fascinating and at the same time 
terrifying how the female appearance is created outside of ‗her‘ and how powerful it 
can be. It is important to note that my arguments on beauty are neither positive nor 
negative. The category is visually challenging precisely in its incompleteness, 
monstrosity and excess. I do not want to create another label. This thesis proceeds 
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beyond the marginalised and conventional modes of looking. Should it afflict the 
concept of beauty? I argue that it really should if ‗woman‘ is to be liberated from the 
imprisonment in Venus‘s image. I guess she has already suffered enough. 
 
 Parachronisms 
My final research question focused on the possibility of transformation. I 
wondered whether myths previously associated with the image of ‗woman‘ 
metamorphosed in the contemporary Baudrillardian ‗swallowed mirror‘. The bringing 
of trans-gender theories to the study of the sculptured female figure destabilised the 
heterosexual matrix of the current socio-political condition. The proposed concept of 
trans-body ‗un-‘ and ‗re-‘ feminised and masculinised the body itself, negotiating its 
identity towards cross- and trans- gender terms. The incorporation of desire and 
sexuality with reference to external appearance helped to illustrate how the body might 
transcend various imposed boundaries. 
Relying on Baudrillard‘s account and his political economy of the sign, 
symbolic exchange and seduction I tried to prove the absurdity of the concept of the 
calculability of sex. Furthermore, sexual difference constructed on binary dichotomies 
within modern Western cultural tradition is also inscribed in the idea of the number of 
sexes and hence mythic final identities. As Baudrillard remarks: 
 
Of all the prostheses that punctuate the history of the body, the double is doubtless the 
most ancient. The double, however, is not properly speaking a prosthesis at all. Rather, 
it is an imaginary figure.
949
 
 
My argument on sexual ambivalence and the trans-body annuls the phallic as the 
absolute signifier. By utilising Baudrillard‘s proposed explosion of the exchange 
between the real and the imaginary into the symbolic, identity becomes multiple, 
borderless, fluid and hybrid. Signs, also of sex, are traded and all signifiers are able to 
trans-vest any difference or identity. They are located in the order of challenges, not 
representation, and are subjected to constant transformation. In symbolic exchange 
fetishes are destabilised and so ‗woman‘ becomes defetishised. The shift in logic 
concerns neutrality and the annulment of all archetypal separations. After Baudrillard, I 
suggested that the implosion of everything transforms the subject, functioning currently 
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both within and without. There are no homogenous groups, such as ‗women‘ or ‗men‘. 
All distinctions disperse into many pieces. The ‗fractal logic‘950 endlessly differentiates 
between the self and the same in the trans-body. As transcendence and immanence 
belong to the order of femininity, this new subject identifies itself with the maternal and 
the mother‘s phallus. 
 
What is on the other side of the mirror? 
Both Mitoraj‘s and Quinn‘s works served as key studies to look at the 
connection between beauty, perfection and the politics of vision. Incorporating the 
mirror, the classical, trompe l’oeil and opticality as methodological tools allowed me to 
investigate the turn in the concept of beauty and the image of the sculptured female 
body. My intention was to bring a new reading to a body of literature on both artists, 
whose sculptures enabled me to construct the concept of the trans-body and the new 
desire, proving that transcendence still exists. I travelled with my ideas, utilising 
Lyotard‘s paratopisms, paralogisms and parachronisms, offering a unique insight and a 
methodological framework, in which the journey happens circularly and rhythmically 
rather that linearly. This approach inscribes into Baudrillard‘s transparency and the 
merging and blurring of the boundaries in between objects and identities. The subject, 
as the self-same, is invited to the other side of the mirror with its depth and 
transcendence. Only currently, a smooth screen suspended in ecstasy and coolness often 
replaces the dragging power of the ‗Looking-glass‘. Therefore, this thesis offers an 
alternative insight into concepts of desire and seduction, where identity becomes 
uncodified. I looked through to the other side of the mirror, where the trope of the 
classical transforms into a very strong signifier of a gendered vision. I also aimed to 
bring trans-gender theories to the study of the sculptured body, which cannot be 
currently investigated without looking at corporeal politics and prevailing ideals of 
beauty that have not been accordingly re-adjusted.  
Susan Sontag questioned beauty as a notion requiring multiplication. We need, 
‗To allow for kinds of beauty, beauty with adjectives, arranged on a scale of ascending 
value and incorruptibility with metaphorized uses.‘951 The concept of beauty is either 
generalised or based on the absence of a definition and the presence of a medium, 
allowing the registering of the idea as for instance by the capacity of taste. Beauty 
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failed, both as a judgment and as the antithesis of the ugly. The binaries are currently 
erased and the beautiful can be found in what was previously regarded as monstrous or 
grotesque. According to Sontag, the notion, previously quite general and broad, was 
associated with a certain established class, social order and hierarchy.  Afterwards, it 
was believed it was too restricted and discriminated everything beyond the elitist 
values. The beautiful was replaced with the interesting.
952
  
Beauty can either demonstrate an ideal and the concept of perfection, which I 
discussed before, or the gender inflection, illustrated by the ambivalent attitude towards 
femininity that I introduced with the figures of Venus and Medusa. It relies on a broad 
range of approaches towards the notion of difference – for instance Lacan‘s Other, 
Irigaray‘s ‗hysteria‘ or Kristeva‘s ‗semiotic chora‘. Beauty reappears as repressed, but, 
at the same time, liberated from the constraints of traditional aesthetics and representing 
moral values. It interprets and projects, connecting with hysteria, paranoia and 
fetishism, becoming a kind of paroxysm or spasm – dynamic and changeable, 
excessive. It transforms into what André Breton called in L’Amour Fou ‗Convulsive 
Beauty [which] will be veiled-erotic, fixed-explosive, magical-circumstantial or will not 
be.‘953 
The costume, either perfect or monstrous, is like a mask, articulating something 
previous, already seen. ‗Make-up‘ functions as a reminder and seduces with its surface. 
Form becomes a fetish and a primordial union that incarcerates the subject, the 
Lacanian ‗object petit a‘954 - an object of origin of desire, not satisfaction - which needs 
to be lost in order to liberate the subject. Beauty is a sort of found object, in reality lost 
and constantly repeated and revived in order to be recovered. It cannot be rediscovered, 
as it exists in an imaginary space. It will always remain without a real closure, because 
desire is described as lack. Hence, the external form functions as a substitute and a 
displacement. It becomes a politics of desire, where sexuality unites and binds in Eros. 
Beauty is like a mirror image, a Freudian game of disappearance and return
955
, where 
the object reappears constantly, providing pleasure and satisfaction. It is subjected to 
the act of repeating and a play of endless recurrences. Beauty is narcissistic in Freudian 
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terms in that it ‗retains [the] libido in [the] ego‘956, it needs to be recognised in sexual, 
and in the case of this research, in gender terms. 
In conclusion to beauty, the idea has survived many centuries and has penetrated 
Western European culture since antiquity. It is probably one of the most popular and 
appropriated notions in art practice and theory. In this research, I have introduced 
Venus as a survivor. Her body has become the emblem of beauty and followed the story 
of its hero: classical apprehension, neoclassical and romantic tastes, modernist entropy, 
misogyny, surrealism‘s eroticism, the liberation of desire and finally, androgynous 
seduction. A fragmented figure, embodied in the figure of Medusa, eventually becomes 
a winner in the perennial beauty contest. The act of mutilating, recomposing, quoting 
and appropriating recycles not only the icon – beauty, but also makes it more visible.  
We are currently in a very interesting moment, called by Baudrillard ‗the 
paroxystic phase‘,957 which marks a moment just before the end. The mirror has been 
broken and swallowed, as suggested by Baudrillard. He goes even further in implying 
that  
 
Perhaps this represents an opportunity, for, in the fragments of this broken mirror, all 
the singularities re-emerge. The ones we thought threatened survive; the ones we 
thought had disappeared revive.
958
 
 
Further, Baudrillard says ‗Reality is a bitch‘,959 while talking about reality‘s 
apparent perfection, as though masking hidden incompleteness. What I have been trying 
to show in this thesis is exactly this re-emergence of fragments in the new incomplete 
completeness. The ‗One‘, offering possibility of otherness and individuality, replaces 
binary systems. It functions in Cixous‘s ‗merger type sexuality‘, in the trans-body, 
which is liberated from the subjection to the male gaze.  
I think we have moved beyond postmodernism and its diffraction towards an 
otherness of new singularities. The current hybridisation of the body, beauty, religions, 
races, politics and economy moves us in the direction of ‗trans‘ stage - a phase of 
indistinction, ambiguity, sexual indifference. It falls under the regime of the lost and 
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reclaimed image represented in trompe l’oeil. It returns from the other side of the 
mirror, blurring the threshold between realities, making everything transparent.  
Postmodernism invited politico-queer subjectivity to destroy heteronormative 
ideologies. The body has become porous to interact not only with other bodies, but with 
otherness. This new trans-body desires to go beyond the postmodern subject, which, 
even though fluid in its subjectivity, is still entrapped in a physical body. It destabilises 
the border inviting Eros – desire with its ability to construct true relationships beyond 
physicality. As such, the body transgresses its being just an erotic spectacle to be looked 
at. Finally, as Luce Irigaray says, we need to respect the difference to reach 
individuation.
960
 According to Irigaray, our sexual identity is inscribed in our nature, 
which is autonomous, neither opposing nor complementing femaleness with maleness. 
Therefore, sex resides in duality not dualism implying androgyny. This contradicts our 
humanity. Hence, here I am proposing, instead of bisexuality, Cixous‘s ‗merger type 
sexuality‘ and the concept of the trans-body that could reach Irigaray‘s ‗sex‘s 
individuation.‘ This can be achieved in the transformed new desire, which contributes 
to beauty but also pleases the other. 
Desire can be supported by beauty of the body but beyond imposed stereotypes 
and canons. It invites difference in monstrosity, carnivalesque or fragmentation. As 
such, desire is shared, according to Irigaray, in difference, reviving energy and starting 
a new epoch in culture, sharing with ‗the other‘ globally. In order to cultivate Eros, we 
need new relations. Here, I proposed the ‗trans‘ enabling specificity.  
So, after all, perhaps reality needs Eros, as after Baudrillard: 
 
This is perhaps a way of exacting vengeance on its partisans: by throwing them back on 
their own desire. In the end, it is perhaps more a sphinx than a bitch.
961
 
 
Future research 
During my doctoral research I began to question ideas that I feel need further 
elaboration. I have examined the notion of beauty, which could be interrogated in a 
broader context, beyond Western perspectives. Its association with ideals of 
completeness brought me towards the logic of fragmentation and the prosthetic body. 
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to Irigaray‘s paper. 
961 Baudrillard, Jean. The Perfect Crime. op. cit., p. 101 
 
 
246 
The interaction between carnality and prosthesis and the function it serves could be 
researched more in depth. 
  Also, in the future, I would like to develop concepts of the male gaze and seeing 
‗woman‘. Consequently, I would like to question ideals of beauty and their 
transformation into ‗camp‘ and kitsch representations, often fetishising the female 
figure. As such, I hope to look more closely at the politics of irony and parody. 
Another idea arising in chapter two - semiosis, where various signs are 
developed from and in one another – could contribute to a further examination of myths 
of Venus and Medusa. In my future research I also hope to work on the concept of the 
continuum and the Leibnizian idea of a labyrinth imprisoning the body that at the same 
time extends the labyrinth spatially and temporarily. 
This research has developed other concepts, beyond the subject of this doctoral 
thesis, which I hope to look at more closely in the future. I am interested in the 
differentiation of how the female body has been illustrated by the female and male 
artists. This imposes another question of how gender, race, ethnicity, class and 
nationality embrace the ideals of beauty. Also, I wonder how opticality challenges the 
body. What gazes are available while scrutinising both female and male 
representations? 
Another area, which I hope to focus on, is connected to the concept of make-up 
and the external appearance as a vessel for the internal identity. How is the notion of 
beauty borrowed from the world of fashion and how does it influence women artists? 
How do women artists represent the trans-body, which is borderless, neither internal nor 
external? How is the ‗outside‘ playing with gender? As such, new identifications for the 
female subjectivity could be constructed and embodied in the trans-body. 
In this research, I have not intended to offer a definition of beauty but rather 
introduce it as a methodological tool towards my discussion on the body and its 
association with gender. I hope I have opened up the notion of engendered beauty for 
further research, which could negotiate its various applications in a broader variety of 
mediums, for instance looking at performances and installations. As such, the body 
could be examined not only with reference to a static sculpture but beyond the 
immobility towards projects involving participation, unexpectedness, fluidity and 
changeability. It could focus on the concept of the ‗trans‘ and going beyond, 
transcending corporeality. 
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Being green – otherness in „trans‟ 
In May 2010 two events took place that consolidated my research and also 
contributed to my decision of which route to follow in my future work. Firstly, I visited 
Quinn‘s exhibition in London, which I have mentioned on several occasions in this 
study. The works I saw, portraying people who have undergone major changes to their 
body, which served to reflect their identity, seemed to prove both what I have been 
researching for the past years and thinking about, moving towards the notion of beauty 
embedded in gender studies. The trope of the classical re-appeared again. 
Then, I went to Canada to present a paper at The Human Condition Series 
International Interdisciplinary conference Eros. I took part in various sessions, where I 
learned a lot on the current studies in gender theory. Among other panels, I attended 
Charles Reeve‘s paper Jess Dobkin: Mom, Dyke, Frog. Reeve drew connections 
between various feminine identities – lesbianism and motherhood – that merge at the 
position of a woman. He also familiarised me with performance pieces of Jess Dobkin 
that, after coming back to the United Kingdom, I started examining. Most importantly, 
attending the conference, gave me the opportunity to listen to Luce Irigaray‘s 
presentation. I realised that the contemporary body and its association with Eros has 
indeed evolved and metamorphosed beyond femininity and masculinity.  
Baudrillard remarks that the body has travelled from being a metaphor for the 
soul, then sex to the current stage, when it can be anything
962
 or, as I suggested any-
body – the trans-body. Everything becomes ‗trans‘. In Baudrillard‘s account: 
 
The possibility of metaphor is disappearing in every sphere. This is an aspect of a 
general tendency towards transsexuality which extends way beyond sex, affecting all 
disciplines as they loose their specificity and partake of a process of confusion.
963
 
 
And further: ‗this state of affairs is epitomised by a single feature: the 
transpolitical, the transsexual, the transaesthetic.‘964 We are now experiencing a 
peripateia of sex and identity. The logic of explosion, characterised by the outward 
movement is substituted with the implosion, merging and collapsing of opposing poles, 
such as reality and appearance into simulation of female and male into the ‗One‘. The 
‗trans‘ destabilises gender binary and deconstructs the paradigm of sex/gender 
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difference. Our specific social, historical and political conditions - described as 
‗posttransexual‘ by Susan Stryker or Sandy Stone,965 or as ‗performance in trans‘ by 
Kate Bornstein
966
 - makes the body a site of identification rather than otherness. It 
needs to be perfect, changed into an ideal object, which finally becomes the same. 
There is no space for the in-between, the situating oneself in the mirror. My approach 
playing with the commutability of appearance and sex proposes the trans-body with its 
disrupting boundaries, situated in a Baudrillardian phase of fluidity and resignification 
of genders, beyond the phallic law of identity/difference. It enters the maternal logic of 
implosion and the fusion of identities into any-body. 
The re-applied trope of the classical – the para-classical – plays with the signs in 
the trans-body. It needs to be clear, however, that this is not a playground for 
baroqueness and a lack of specificity, where erotic becomes carnivorous. Trans-body is 
a hybrid through the made up trafficking signs and an allusion to perfection. It is 
seeking a new opticality – look, gaze, image and visibility. It is an attempt, at the same 
time, to restore ‗otherness‘ lost by creation of ‗the hell of the Same‘967. The trans-body 
contradicts prostheses and screens. It still looks through the mirror into the depth. 
According to Baudrillard: 
 
Alienation is no more: the Other as gaze, the Other as mirror, the Other as opacity – all 
are gone. Henceforward it is the transparency of others that represents absolute danger. 
Without the Other as mirror, as reflecting surface, consciousness of the self is 
threatened with irradiation in the void.
968
 
 
To conclude, I would like to end this thesis with a performance piece of work 
rather than a sculpture, just to emphasise these two areas of artistic explorations of the 
body as a construct reflecting self-identity – whether sexual, gendered, national or any 
other - converge. Performance offers an exploration of alternate realities, playing and 
connecting with the audience and reacting spontaneously in real time and real space. 
The body becomes a game and a site of investigations, testing its attributes, physical 
and psychic abilities and limitations.  
                                                        
965 Stryker, Susan. ‗Transgender Studies: Queer Theory's Evil Twin‘, GLQ: A Journal of Lesbian and Gay Studies, 
vol. 10, np. 2, 2004, pp. 212-215; Stone, Sandy, ‗The Empire Strikes Back A Posttransexual Manifesto‘, 
http://sterneck.net/gender/stone-posttranssexuel/index.php, consulted 15 August 2010 
966 Bornstein, Kate. Gender Outlaw: On Men, Women, and the Rest of Us. London: Routledge, 1994 
967 Baudrillard, Jean. The Transparency of Evil. op. cit., p. 122 
968 Baudrillard, Jean. The Transparency of Evil. op. cit., p. 122 
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When I watched Dobkin‘s and Lex Vaughn‘s It’s Not Easy Being Green 
performance (2009) (fig. 62), re-interpreting Kermit the Frog‘s song of the same title, I 
thought of the carnivalesque, monstrosity and puppets. The piece starts with a naked 
Dobkin sitting motionless, as though she were a marionette, on a bar stool, fashioning 
herself as Kermit the Frog, painted green except from her red lips, white eyes and a 
small triangle around her genitals. Cabaret like music is playing loudly, creating a 
cheerful atmosphere. Next comes Vaughn dressed as a man and rubs lube over her 
hand, which disappears into Dobkin‘s perineum. At that moment Dobkin lip-synchs 
Kermit‘s signature song of learning self-acceptance:  
 
It's not easy bein' green/ It seems you blend in with so many other/ ordinary things/ And 
people tend to pass you over 'cause you're/ not standing out like flashy sparkles in the 
water —/ or stars in the sky.969 
 
Here, Dobkin performs genital tricks singing about green identity. The 
puppeteer directs the marionette but is also playing a straight man. Who is running the 
show? Is the lip-synching woman mastered by the trans-vested man? Is she defined and 
directed by the male gaze? Or is it femininity playing masculinity? Is the male gaze 
annulled by the act of trans-vesting? Does it become unimportant due to ‗greenness‘? 
Everything seems twisted and merged into a body, which is both performed and 
performs. In the end, the final words of Kermit‘s song are:  
 
When green is all there is to be/ It could make you wonder why, but why wonder why? 
Wonder, I am green and it'll do fine,/ it's beautiful!/ And I think it's what I want to be.
970
 
 
Another Dobkin performance Composite Body (2003) (fig. 63) portrays a 
woman‘s head and hands located in cut out holes in a white board. The artist creates a 
self-constructed body by drawing its contours. Firstly, she draws small breasts, a waist, 
a belly button and genitals. But then she erases the waist and makes it thinner. Next, she 
enlarges her breasts and adds abdominal muscles to make her stomach look more toned 
up. Afterwards, Dobkin adjusts the muscles, thins the waist even more and makes the 
                                                        
969‗It‘s Not Easy Being Green‘, updated July 2010, 
http://lyricsplayground.com/alpha/songs/i/itsnoteasybeinggreen.shtml, consulted 9 July 2010 
970 ‗It‘s Not Easy Being Green‘, updated July 2010, 
http://lyricsplayground.com/alpha/songs/i/itsnoteasybeinggreen.shtml, consulted 9 July 2010 
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breasts even bigger. She constantly edits, re-draws and erases the contours of the body, 
closely considering its lines and imagined physique. She dresses the body in a 
patriarchal costume. The investigation of the stereotypical female form, its realities and 
its subjection to the ubiquitous canons becomes obsessive. The continuous re-
adjustment and re-forming, questions the body and its construction according to 
common standards. 
In the Introduction to this thesis I quoted Baudrillard who asks ‗what do we do 
after the orgy?‘971 Is simulation and replaying of all previous scenarios the only solution 
with ideas of disappearance and ‗degree Xerox of culture‘?972  Baudrillard suggests  
 
After the orgy, then, a masked ball. […] Diffusion of […] transsexual kitsch in all its 
glory […] where sexuality is lost in the theatrical excess of its ambiguity.973  
 
It seems the only possibility is an endless reproduction of the self-same in the screen as 
subjectivity becomes fractal. Ecstasy has substituted passion and the mirror is deprived 
of its depth. Then Baudrillard adds: 
 
I forgot to say that this expression – ―after the orgy‖ – comes from a story full of hope: 
it is the story of a man who whispers in the ear of a woman during an orgy, ―What are 
you doing after the orgy?‖974 
 
I hope she/he/it dares to look straight on and dares to go through to the other 
side of the ‗Looking-glass‘. I also trust she/he/it believes in Eros and finds her/his/its 
otherness. As Baudrillard suggests, ‗There is always the hope of a new seduction.‘975
                                                        
971 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 110 
972 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 110 
973 Baudrillard, Jean. The Transparency of Evil. op. cit., p. 23 
974 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 110 
975 Baudrillard, Jean. ‗Towards the Vanishing Point of Art‘, op. cit., p. 110 
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Fig. 1 Marc Quinn, Buck and Allanah (2009) 
 
 
Fig. 2 Marc Quinn, Chelsea Charms (2010) 
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Fig. 3 Marc Quinn, Thomas Beatie (2009) 
 
 
 
Fig. 4 Marc Quinn, The Ecstatic Autogenis of Pamela (2010) 
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Fig. 5 Felix Gonzalez-Torres, Untitled (Placebo) (1991) 
 
 
Fig. 6 Igor Mitoraj, Grande Porta (2001) 
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Fig. 7 Marc Quinn, Alison Lapper Pregnant (2005) 
 
 
Fig. 8 Igor Mitoraj, Paesaggio Ikaria (1997) 
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Fig. 9 Marc Quinn, Buck with Cigar (2010) 
 
 
Fig. 10 Igor Mitoraj, Vaso Etrusco con Gorgona (1989) 
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Fig. 11 Igor Mitoraj, Vaso (1990) 
 
 
Fig. 12 Igor Mitoraj, Vaso (1990) 
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Fig. 13 Igor Mitoraj, Vaso Etrusco con Ikaria (1990) 
 
 
Fig. 14 Katharina Fritsch, Garden Sculpture (Torso) (2006-2008) 
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Fig. 15 Katharina Fritsch, Figure of a Saint (St. Katharine) (2007) 
 
 
Fig. 16 Katharina Fritsch, Madonna Figure (2007) 
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Fig. 17 Igor Mitoraj, Quirinus (1987) 
 
 
 
Fig. 18 Marc Quinn, Stuart Penn (2000) 
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Fig. 19 Igor Mitoraj, Torso di Ikaro (2002) 
 
 
Fig. 20 Igor Mitoraj, Gorgona (2000) 
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Fig. 21 Igor Mitoraj, Eclisse Bianca (2000) 
 
 
 
 
 
 
Fig. 22 Igor Mitoraj, Donne I (1989) 
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Fig. 23 Marc Quinn, Allanah, Buck, Catman, Michael, Chelsea, Pamela and Thomas, 
exhibition at White Cube, London (2010) 
 
 
 
Fig. 24 Marc Quinn, Kate Hodgkison (2005) 
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Fig. 25 Marc Quinn, Silvia Petretti (2005) 
 
 
 
Fig. 26 Marc Quinn, Nicholas Grogan (2005) 
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Fig. 27 Marc Quinn, Carl Whittaker (2005) 
 
 
 
Fig. 28 Marc Quinn, The Kiss (2001) 
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Fig. 29 Marc Quinn, Peter Hull (1999) 
 
 
 
Fig. 30 Marc Quinn, Catherine Long (2000) 
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Fig. 31 Judith Page, Beast (1990) 
 
 
Fig. 32 Marc Quinn, Selma Mustajbasic (2000) 
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Fig. 33 Marc Quinn, Helen Smith (2000) 
 
 
Fig. 34 Marc Quinn, Tom Yendell (2000) 
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Fig. 35 Marc Quinn, Jamie Gillespie (1999) 
 
 
Fig. 36 Igor Mitoraj, Paesaggio Ithaka (1997) 
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Fig. 37 Igor Mitoraj, Torso d’Inverno (1992) 
 
Fig. 38 Igor Mitoraj, Ikaria (1996) 
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Fig. 39 Igor Mitoraj, Torso Ikaria Grande (2002) 
 
 
Fig. 40 Igor Mitoraj, Torso Ikaria Grande (2002), fragment 
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Fig. 41 Muriel Castanis, Euphoria (1993) 
 
 
Fig. 42 Arman, Anatomy of Desire (1995) 
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Fig. 43 Igor Mitoraj, Nudo (2002) 
 
 
Fig. 44 Igor Mitoraj, Ikaro Grezzo (1998) 
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Fig. 45 Igor Mitoraj, Ikaro alato (2000) 
 
 
Fig. 46 Banksy, Venus de Milo  
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Fig. 47 Banksy, David 
 
 
Fig. 48 Igor Mitoraj, Città Perduta IV (2004) 
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Fig. 49 Igor Mitoraj, Città Perduta V (2004) 
 
 
Fig. 50 Igor Mitoraj, Città Perduta VI (2004) 
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Fig. 51 Igor Mitoraj, Città Perduta VII (2004) 
 
 
Fig. 52 Igor Mitoraj, Eros Alato (2000) 
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Fig. 53 Igor Mitoraj, Eros Alato con Mano (2001) 
 
 
Fig. 54 Marc Quinn, Allanah and Buck (2010)  
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Fig. 55 Arman, Ca Tourne (1996) 
 
 
Fig. 56 Arman, L'Envers de Desir (Small Venus) (1995) 
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Fig. 57 Robert Graham, Venice Torso (2007) 
 
 
 
Fig. 58 Janine Antoni, Lick and Lather (1993) 
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Fig. 59 Igor Mitoraj, Colonna I (1985) 
 
 
Fig. 60 Igor Mitoraj, Tindaro Screpolato (1998) 
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Fig. 61 Igor Mitoraj, Torso Italico (1983) 
 
 
Fig. 62 Jess Dobkin, It’s Not Easy Being Green (2009) 
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Fig. 63 Jess Dobkin, Composite Body (2003) 
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